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THIS MONTH'S 
COVER ARTIST 



Steve Hall Waiting, watercolour 
13X20in (33X51 cm). 

See pages 44-46 



WELCOME 

from the editor 

Want to comment on something you've read, or seen? 

Email me at theartistletters@tapc.co.uk. or visit our website at www.painters-online.co.uk/forum 

S eason's greetings to all our readers and as we look forward to 201 5 we wish you every 
success in your creative activities throughout the forthcoming year. 

We kick off in this first issue of the New Year with a broad range of articles to inspire 
you during the darkest days of our UK winter, starting with Ken Howard OBE, RA, our 
energetic and prolific consultant editor and one of the most revered figurative artists of our 
generation, talking about his first-time experience of painting en plein air in New York. 

Then, as different in approach as it Is possible to be, young up-and-coming artist Johnny 
Morant reveals his use of a kite to lift a camera to gain aerial perspective to help him to 
create dynamic figurative compositions. Whilst Ken relies solely on his eye and hand skills 
to express his obsession with light, Johnny regards his computer, Photoshop and 
Lightroom as essential for editing and layering images. And whilst Ken is the archetypal 
traditional oil painter, working lean to fat, or in one wet for his in situ studies, Johnny puts 
down his first layers in acrylic before developing the final layers with oil. Two figurative 
artists, two different approaches, but as Ken points out, the means of arriving at what you 
want to say in your work really doesn't matter as long as the end result is successful. 

I'm also delighted that Geoff Hunt, past president of the Royal Society of Marine Artists, 
has agreed to a continuation of his highly popular diary series, documenting the trials and 
tribulations and genuine difficulties of moving from oils to watercolour. Not only did he set 
himself the task of mastering an unfamiliar medium, but he also wanted to paint In this 
challenging medium en plein o/r throughout the different seasons. Geoff's series has proved 
popular for its honesty, his acknowledgement of the difficulties of painting In watercolour, 
and his readiness to share not only his successes but also his failures and his doubts along 
the way; aspects of being an artist that have clearly resonated with readers. Geoff and I met 
recently to discuss his new series to document his continuing progress, as well as 
problems, and he was, as he says, 'definitely up for another year'! 

Bearing in mind the Inherent difficulties of painting In watercolour, we considered a 'back 
to basics' series on the medium a timely complement to Geoff's diary articles, and are 
pleased that New English Art Club artist Charles Williams has also agreed to contribute six 
articles outlining the main principles, to work either as an introduction for newcomers to 
the medium, or as a refresher course for watercolourists wishing to review their practise. 
Charles offers an authoritative viewpoint on all aspects of watercolour painting from the 
perspective of an experienced practitioner. Like Geoff Hunt's series, Charles' articles are 
written in an anecdotal and entertaining style, and are clearly and richly illustrated. 

You will also find our annual Open Competitions & Exhibitions pullout planner In the 
centre of this issue, to help you plan your year. Make a note of the all-important sendIng-in 
dates, starting with The Artist & Leisure Painter Open Competition, organised in partnership 
with Patchings, for which you will find full details on pages 30 to 31 . We have an incredible 
£1 7,000 plus worth of prizes to award this year. Including The Artist Purchase Prize of 
£5,000! We are looking forward to seeing your entries and to another wonderful exhibition 
of 70 selected paintings In the summer! 
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Ken Howard 0BE,RA 
studied at Hornsey 
School of Art and the 
Royal College of Art. He 
is a member of the 
NEACR(M,RWS.RWA 
and RBA. He exhibits 
extensively and has 
won numerous awards. 




Jason Bowyer NEAC, 
RP,PS 

studied at Camberwell 
School of Art and the 
Royal Academy Schools. 
He is the founder of the 
NEAC Drawing School 
and exhibits his work 
widely. 



Bernard Dunstan RA 
studied at Byam Shaw 
School of Art and the 
Slade School. He taught at 
the Camberwell and Byam 
Shaw Schools of Art 
among others. He exhibits 
widely including in the 
annual exhibitions of the 
NEAC, of which he is a 
member, and RA. 



David Curtis ROI, 

RSMA 

has won many awards 
forhisenp/e^no/rand 
figurative paintings in 
both oils and 
watercolours. He has had 
several books published 
on his work as well as 
DVD films, and exhibits 
his work extensively. 



NE/J MONTH 

iNntetttist 



FEATURES 



MASTERCLASS ► 

Ken Howard 

OBERA 

talks about painting en plein 
air in Paris for his 
forthcoming exhibition 




PLUS 

Young artist 

Joseph Ryan 

demonstrates a figure painting 
in oils and the influence on his 
work of Matisse ► 




◄ IN CONVERSATION 

David Farren 

discusses his 
impressionistic style and 
approach to painting city 
scenes 
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approach to working in pastel 
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• Martin Kinnear advises on how to make the right choice of 
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And much more! Don't miss out: 

Our February issue is on sale from January 2 



H^^artist January 2015 



5 




RS TO THE EDITOR 



We like to hear your news, views and comments. By email to: theartistletters@tapc.co.uk or by post to 
The Editor, The Artist, 63/65 High Street, Tenterden, KentTNSO 6BD 



STAR LETTER 

The challenge of forms 

I'm not sure that the naked figure is the 'ultimate challenge of an artist’s 
ability' as you claim in your December 2014 editorial welcome. Aren't all 
subjects challenging in terms of light, tone, form, line etc? I don’t think 
Chinese or Japanese great masters would agree with you. 

Sublime art may involve all subjects and all are difficult. Caspar David 
Freidrich would have taken you to task. Turner's great work preferences 
were weather-centred - how about the difficulties of clouds? His technical 
masterpieces were certainly not bound by the human form (although it 
seems clear that he did some naughty studies!). 

Just because we in the western world have become used, since Greco- 
Roman times, to eulogising the human form, I don't think we should fall to 
recognise that art in all its forms, good and bad, from the cave painters to 
the present, is an attempt to distil an essence of the thing seen, not to 
slavishly render its appearance. Picasso helped to break us free from the 
Conservatoire's expectations by studying the art of other cultures. 

Botanical artists out there must be gnashing their teeth. Life Is our subject, 
not Just human! 

Annette Burkitt, by email 

This month's star letter writer will receive a selection from our lucky dip bag, which 
could include art materials, books and DVDs worth around £50. 



Clothes on, please 

One of my art clubs frequently has a life 
model, but I have become disenchanted 
with life model painting, I much prefer a 
clothed model. There Is the challenge of 
Imagining the form beneath the clothes, as 
well as the colourful clothes, with their 
textures and folds. 

Erica Johns, by email 

Original or derivative? 

In the October 2014 issue Haidee-Jo 
Summers states In her article Painting from 
Photographs: 'Although you have permission 
from the photographer to use the image as 
agreed, you cannot claim the painting you 
make to be wholly your own original work'. 
Whilst I agree with this In principle - much 
better to take your own photo when 
possible - 1 would be Interested to hear Ms 
Summers' explanation of how using a 
Google Street View image (Google being the 
photographer) differs from the artist taking a 
similar photograph from the same location. 



We know Google are quite happy for their 
Street View images to be used for paintings, 
so copyright is not an Issue. Having chosen a 
painting subject from Street View, the image 
on the screen can be assessed, moved to the 
right or left, up or down, zoomed Into or 
back from, etc. In fact, these adjustments are 
exactly the same as the photographer makes 
when selecting the same view and 
performing the same actions with a camera. 
Are we to understand that it is acceptable for 
the artist to use a camera to capture a view 
but not use a computer? 

And where does the 'wholly your own 
original work' boundary line apply? What if 
the photograph, Google image or plein-air 
subject, happens to be the result of a vast 
amount of time, money and energy being 
spent by someone else? The restoration of a 
traditional wooden boat (with a red sail?) 
comes to mind? Is the resulting subject 
matter an original work of the artist or a 
derivative of the boat owner's efforts? 

Should permission be asked before starting 
to sketch or is the boat owner merely 



expected to be flattered their boat has been 
used in a painting? Should a painting of The 
Royal Albert (Tamar) Bridge mention Brunei 
In its credits? Almost any figurative painting 
will contain 'derivatives', the artist cannot be 
expected to avoid all in the quest for a 
totally original work. 

I would actually query an exhibition entry 
rule that states 'your own original 
work...copies are Inadmissible'. Does this 
imply a photograph taken by a third party 
may not be used as subject matter? I think 
not, more that It means copies of existing 
paintings are not acceptable, ie they don't 
want a dozen versions of 'Starry Night', nor a 
photocopy of a painting carried out by the 
artist last summer. Derek Snowdon {The 
Artist letters, November 2014) asked and 
received permission, even paid in some 
cases and credited the photographer, to use 
another's image. What he did next with that 
photograph, in a totally different medium, Is 
surely his own work and thus an 'original' 
interpretation of the subject matter. 

Alan Taylor, by email 

Nothing bugs me 

The answer to Sue Eaton's problem {The 
Artist letters, November 2014), Is the Vapona 
Fly Pen. It's like a felt tip-pen, and you Just 
wipe it all around the glass, close to the 
frame (it's invisible), and do the same on the 
back Just before you put the framing tape 
on the picture. When you take them to the 
exhibition, Just clean the glass. 

It works every time - 1 have used one for 
years. 

Annie Porter, by email 

Great workshop 

My sister and I went to the Art Materials Live 
exhibition at Birmingham NEC in November 
2014 and enjoyed a wonderful The Artist 
workshop with Soraya French. We did loose 
acrylic flowers and, although I was out of 
my comfort zone, 1 loved it. It was so 
different to the detailed buildings that I 
usually do in pen and wash. I also found it so 
exciting to paint using a different medium - 
I have been painting with oils. 

I love your magazine and am inspired each 
month. 

Gillian Dix, by email 



Subscribe: at www.painters-online.co.uk | Become a fan on Facebook: www.facebook.com/paintersonline 

or telephone 01 580 763673 I Follow us on Twitter: @artpublishing 
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ST OJTH6ERTS ^4ILL 



Special A4 promotional 
packs containing 
65% extra! 



Get 20 sheets for the 
price of 1 2 

I avalfable from all good art shops 

St Cuthberts Mill watercolour papers 

are also suitable for 

Gouache • Acrylte-* Pen & Ink * Pencil 



Traditional mould made 
watercolour papers from 
St Cuthberts Mill. 



Pure confidence in quality! 



St Cuthberts Mill 

Made in Engtand 



Seasons 

Greetings 

and best wishes 

for 2015* 

to everyone 



A Jackie Curtis Swans, monoprint with leather, veneers, grasses 
and other dried plants, 9x13>^in (23x34cm) 

from the team 

and Painter 
magazines 

We are pleased to 
make a donation of £200 
to Macmillan Cancer Support 
as the charity nominated by 
our winner, Jackie Curtis, above, 
in this year's Charity Christmas 
Greetings competition 






WWW. painters-on line.co.uk 



fi/i'artist January 2015 



7 










Waterc€>lour Fast And Free I U0trt And Atmosplwe In Oil tandscnpns 

with jQlm Ha^ I Wm dots 




DVD’S £27.95 each 

Receive a 12% discount when buying two or more. 

See website for special offers 



ihfo^ binders 



I 



I 




Keep your copies of~^^i^arQst in 
order and store neatly on your 
bookshelves in our special binder 

l^isarHst binders house an annual 
volume of 1 3 issues - just slide each 
copy into the binder on the individual 
sprung cords. The binders are robust and 
covered in a green leather finish with 
gold- lettered spines 

Prices (induding VAT and p^p) 

UK £7.95 or two for £15 
Europe £14 
Rest of world £16 



An instinct 
for colour 



Order onime at www,painters-onliiie,co.uk/store or send your name 
and address details, with a cheque payable to TAPC, to: TA Bindeis, 63-65 
High Street, Tenterden, Kent TH3D 6BD. To pay by credit card telephone 
+ 44 (0) 1580 763673, Alternatively, email ii£a@tapc,co,uk 



PaintersOnline 



National Portrait Gallery Competition 



PaintersOnlifie^i/rartist and Ldsuie Painter 
have teamed up with the National Portrait 
Gallery to offer you the chance to win one of 
ten pairs of tickets to the forthcoming Sargent 
“ Portraits of Artists and Friends exhibition, 
worth £29 per pair (standard ticket price rrp), 

John singer Sargent (1856-1925) was the greatest portrait 
painter of his generation. Acd aimed on both sides of 
the Atlantic, he was closely connected to many of the 
other leading artists, writers, actors and musicians of the 
time. His portraits of these friends and contemporaries, 
induding Auguste Rodin, Claude Monet and Robert 
Louis Stevenson, were rarely commissioned and allowed 
him to create more intimate and experimental works 
than was possible in his formal portraiture. 

This major exhibition runs from February 12 to 
May 25, 2015. Visit www.npg,org,uk 

► Dr. Pozzi at Home 

by John Singer Sargent, 1881. 

The Armand Hammer Collection. Gift 
of the Armand Hammer Foundation, 
Hammer Museum, Los Angeles. 



National 

Portrait 

Gallery 




ENTER NOW 

To win one of ten pairs of tickets 
to Sargent - Portraits of Artists 
and Friends^ please visit: 

WWW. pa i nters-0 n I i n e.co. u k 

the home of ‘///f'artist and 
Leisure Painter magazines, and 
click on the links to competitions. 
Closing date for entries is 
February 10, 2015. Winners 
will be selected at random 
from all online entries. 

When completing your details please 
make sure you opt in to receive our great 
regular email newsletters so that we can 
keep you up to date with what s new at 
PaintersOnline, induding the latest 
features, images in the galleries, new 
competitions and other great offers. 
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TH E ART WORLD 

NEWS, VIEWS, INFORMATION AND SPECIAL EVENTS IN THE ART WORLD 

compiled by Deborah Wanstall 




▲ Kurt Jackson Childhood Memories, oil on canvas, 72X72in (183 XI 83cm) 



Into the trees 



Bristol's Royal West of England Academy celebrates the city's 
status as European Green Capital 2015 with a programme of 
environmentally focused exhibitions. The first of these explores 
trees in art through the work of a growing group of artists and 
selected academicians that includes Kurt Jackson (above). 



Arboretum - The Art of Trees; Arborealists and other Artists is 
at the Royal West of England Academy from December 19 to 
March 8. The gallery is open Tuesday to Saturday, 1 0am to 6pm 
and Sunday, 1 1am to 5pm. Admission is £5, concessions £3.50. 
Telephone 0117 973 5129; www.rwa.org.uk. 



w ww.pa i nters-on I ine.co.uk 
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A Janet Parley Towards North, gouache on paper, 15^X195iin (40X50cm) 



The fine art 
of illustration 

Drawings by the illustrator Charles 
Stewart (191 5-2001 ) that were made for 
the Victorian novel Uncle Silas are to go 
on show at the Royal Academy of Arts. 
Stewart was Inspired to make 30 pen and 
Ink Illustrations in the style of 19th- 
century artists Phiz and Crulkshank. 
Meticulously researched and executed, 
these drawings were originally Intended 
for a Bodley Head edition of Uncle Silas in 
1 948, but it was never published. They 
were eventually published In a Folio 
Society illustrated edition in 1988. 
Charles Stewart: Black and White Gothic 
is in the Tennant Gallery at the Royal 
Academy of Arts, Burlington House, 
Piccadilly, London Wl, from December 
20 to February 15. Entry is £3. 
Telephone 020 7300 8000; 
www.royalacademy.org.uk. 




WATERCOLOURS ON TOUR 

The Sunday Times Watercolour Competition exhibition 2014 is on display 
at Guildford House Gallery until January 3. Around 80 of the selected 
works, including those of the finalists, can be seen. The Sunday Times 
Watercolour Competition is the UK's largest and most prestigious prize for 
watercolour painting, it's aim being to celebrate and reward excellence 
and originality in the medium of watercolour. 

Guildford House Gallery is open from 10am to 4.45pm, Monday to 
Saturday and is situated at 155 High Street, Guildford, Surrey GUI 3AJ. 
Entry Is free. Telephone: 44 01483 44475; 
www.guildford.gov.uk/guildfordhousegallery. 

For details of how to enter the 2015 Sunday Times Watercolour Competition, 
see our pullout guide to open competitions and exhibitions in the centre of 
the magazine. 



◄ Francis Bacon 
Figure in a Landscape, 
1945, oil on canvas, 
57X50!4in 
(145 XI 28.5cm) 



A Charles Stewart Uncle Silas, 1 947, pen 
and Ink drawing on Whatman board, 7%X5in 
(1 8.5 X 1 2.5cm), frontispiece for Uncle Silas, 
published by the Folio Society, London, 1988. 



War's long shadow 



The end of the Second World War Is being marked with two 
exhibitions at Nottingham's Djanogly Gallery. In the Shadow of War 
features the work of artists who rose to prominence in the post-war 
years and who captured Britain's recovery and reconstruction 
during the 1 940s and 1 950s. Lee Miller's War features photographs 
taken by Lee Miller during her time as a photojournalist, including 
images from the Buchenwald and Dachau concentration camps. 

Both exhibitions are at the Djanogly Gallery, Nottingham Lakeside 
Arts, University Park, Nottingham, NG7 2RD until February 22. Entry 
Is free. Telephone 01 1 5 846 7777; www.lakesidearts.org.uk. 
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Life in Norwich 



A John Wonnacott The Life Room, 1 977-80, oil on canvas, 72% X 1 06%in 
(183.5X270cm). Norfolk Museums Service O the artist, on show at Norwich Castle 



Norwich is currently celebrating two 
former tutors of Norwich Art School in 
two complementary exhibitions. The 
tutors, John Wonnacott and John 
Lessore, were responsible for developing 
the Life Rooms at Norwich School of Art 
between 1978 and 1985, where all 
students were trained in basic drawing 
from observation. It is here, also, that 
these two artists made their own work. 



John Wonnacott and John Lessore: 
The Life Room and the City explores 
ideas about how art is taught and places 
the work of these artists within the context 
of 20th-century British painting. It's at 
Norwich Castle Museum & Art Gallery, 
Castle Meadow, Norwich NRl 3JU until 
January 4. Admission is £7.95, concessions 
£6.50.Telephone 01603 493649. 
www.museums.norfolk.gov.uk. 



John Wonnacott and John 
Lessore: About Life reunites many 
of the life works made by the artists 
during their time as tutors at Norwich 
School of Art and is at NUA Gallery, 
Norwich University of the Arts, 

St Georges Street, Norwich NR3 IBB 
until January 10. Admission is free. 
Telephone 01603 886385; 
www.nua.ac.uk/vislt/thegallery. 



ON THE WEB EDITOR'S 
GALLERY CHOICE 

This month's editor's choice from our website gallery is 
by Sarah Ball, who comments: 

‘The majority of my work comes from direct observation 
which is usually created in the sketchbook. I was drawn to 
paint this image by the soft, subtle, warm sunlight playing 
on the mirror and walls and decided to make a small 
watercolour study directly onto watercolour paper. I prefer 
to paint in front of the subject rather than from a 
photograph as I feel reality makes the artist use different 
thought-processing skills in order to make judgements 
about what to paint and how to paint it. It is exactly this 
process that I absolutely relish in my journey of making a 
painting. The problem solving! I enjoy the accidental 
happenings and momentary loss of control. Although I am 
not usually drawn to yellow in paintings, the sunlight in the 
room convinced me to pursue this as my dominant colour 
choice. Some of the paper was left unpainted as I feel this 
gives the image an energy.' 
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A Sarah Ball Gone Past the Hour, watercolour, 13%X17%ln (35 X 45cm). 
On show in our online gallery at www.painters-online.co.uk 



www.pa i nters-on I i ne.co.u k 



To upload Images of your own work and receive valuable feedback, go 
to our website and click on the link to the gallery. This is a free service. 



www.painters-online.co.uk 
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Ken Howard 

in New York 



Photographs by kind permission of Dora Bertolutli 

Our consultant editor 
and one of the most 
renowned figurative 
artists of his generation, 
Ken Howard OBE, RA, 
talks about his visit to 
New York to paint new 
subjects for his 
forthcoming exhibition. 

He wondered what 
would inspire him most 



I went to work in New York for three 
weeks in May 2014. I have to confess 
it was due to a request from my 
gallery owner, who wished to include 
some paintings of New York in my 
exhibition in january 2015*. I had 
already been to New York on two 
previous occasions and had, unusually, 
not been inspired to paint, so on this 
occasion I wondered what would 
Inspire me. 

I need not have been concerned for 
as soon as I began to paint I began to 
see. Drawing and painting are a way of 
seeing for me; they open one’s eyes 
and hopefully open other people’s 
eyes to see what is truly there. I was 
fortunate in having a friend in Brooklyn, 
New York and we agreed to exchange 
residencies. 




Revealing 

When we arrived I quickly realised that 
there were enough subjects in Brooklyn 
alone to keep me happy for the three 
weeks I was to be in New York. In fact I 
could have painted just one subject as 
the variations of light and atmosphere 
make one subject constantly new. But 
of course, from the point of view of an 
exhibition, one subject alone would 
probably prove monotonous to the 
non-painter. 

I believe we spend too long looking 
for subjects when really a subject is 
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◄ Evening Light Effect, Brooklyn 2014, o\\ on 
board, 10xi2in (25.5X30.5cm). 

In the evening it was necessary to pitch the 
tone of the arch darker than I was actually 
seeing it, as I had to compensate for not 
having a tube of Might' 



apparent as soon as we look out of our 
window or open our door It is what we 
reveal about a subject that makes a 
painting, not the subject itself. 

Within a minute's walk from our 
residence there were a hundred 
subjects, for instance Corner of Berkeley 
Place and 6tft Avenue, Brooklyn, Spring 2014 
(below). There was also a park nearby 
where I started with several studies, 
including Evening Ligfil Effect, Brooklyn 
2014 (left). In the morning the main 
motif, a triumphal arch, was totally 
different from the afternoon and 
evening; equally so seen from the 
north, south, east or west. 

Working with the light 

When working in front of the subject I 
keep to a small scale, approximately 
8xl0in (20. 5x25. 5cm) or I0xl2in 




A Corner of 6th Avenue and Lincoln Place, oil on board, 12xi6in (30.5X40.5cm). 

With this painting I was particularly influenced by the weather as it started to rain on the 
second session. I was tempted to repaint but decided to return when the light was as it was 
when I conceived the idea. A good decision 




A Corner of Berkeley Place and 6th Avenue, Brooklyn, Spring 2014, oil on board, 1 8X24in (45.5X61 cm) 

A friend once said the darkest tone in any urban landscape is the shadow under the cars. It was certainly true in this case 
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MASTERCLASS 




A Manhattan & Brooklyn Bridge 2014, oil on canvas, 8X24in (20.5X61 cm). 

The choice of format should always be dictated by the subject, in this case it was 
obviously long and thin. In order to paint light you must paint dark; it is the contrast 
that gives the sensation of light 




A Brooklyn Bridge, Afternoon Light, oil on board, lOXSin (25.5 x 20.5cm). 

I switched the yellow on my palette from cadmium to lemon yellow which, being extremely 
light in tone, gave me the opportunity to express the contrasts in the evening light 




(25.5x30.5cm), and limit my working 
time on any one study to just over an 
hour, by which time the motif has 
totally changed. Strangely enough it 
took me a lifetime to learn this. When I 
was younger I didn't understand and 
wondered why as the day went on the 
painting got worse and worse. It was 
always better at the beginning. What in 
fact I was doing was painting different 
paintings on top of each other. I had 
often thought of buying an instamatic 
camera, taking a photo at the start and 
then looking at it an hour later and 
seeing how much the subject had 
changed. I personally would not work 
from a photograph as my main 
excitement, my Inspiration, comes from 
communing with the actual subject. But 
that is peculiar to me and my 
obsession with light. In the end it is 
what you finish up with - if that is good, 
the means of arriving at the final result 
are not important. You can work from a 
photograph and the work can still be 
revealing, or you can work from the 
subject and it can still be boring. To my 
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A Square in Manhattan, oil on canvas, 
24X8ln (61X20.5cm). 

Architecturally New York is a vertical city and 
therefore I had taken several 24 X Sin 
(61 X 20.5cm) canvases, which suited the 
urban landscape 



mind it does not matter what the 
means is, as long as the end is good. 

If concerned with light you must 
constantly practise in order to get the 
sensation down quickly and keep the 
whole composition true to the first 
impression, throughout the study. For 
me the small, early Italian studies of 
Corot sum this up completely. 

Iconic views 

After working in Prospect Park I went to 
downtown Brooklyn and Brooklyn 
Bridge, an iconic subject. I am never 
concerned about painting iconic 
subjects, when people say they have 
been done before. I do not believe 
anything has been ‘done before’ and 
the reason why a subject is iconic is 



because it Is Inspirational. Venice, 
particularly San Marco, has been 
painted by Monet, Manet, Renoir, 
Boudin, Corot, Sickert and Guardi, to 
name a few. Their interpretations are all 
individual and original, even though 
the subject is the same. 

Brooklyn Bridge is different 
throughout the day, as shown by 
Manhattan & Brooklyn Bridge 2014 (far left) 
and Brooklyn Bridge, Afternoon Light 
(below, far left,) and, of course, it is 
seen against the iconic background of 
Manhattan. Light transforms everything 
and although the actual structures of 
the skyscrapers of Manhattan do not 




A Manhattan Bridge from Washington Place, oil on board, 24X1 Sin (61 X45.5cm). 

One normally tries to get far enough away from the subject for it to fit into one's natural cone of 
vision (60 degrees). In this case I was nervous about being too close to the subject as this began 
to involve vertical perspective and the impossibility of even rudimentary measuring 



inspire me as, say, a Gothic cathedral, 
once light plays on them they are truly 
inspirational. 

As well as Brooklyn Bridge, Manhattan 
Bridge seen from downtown Brooklyn, 
is a compelling image. When working 
on the street I usually look a bit of a 
mess, face and clothes covered in 
paint. I suppose people must feel sorry 
for me for when I had finished painting 
Manhattan Bridge front Washington Place 
(below), I turned to find a pile of nickels 
and dimes on the pavement behind 
me. Likewise in Venice an onlooker 
gave me £2 for a cup of coffee. I am 
always polite and accept such gifts. [> 
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Colours and perspective 

As I was in New York and it was still 
relatively early spring I went to work in 
Central Park where the greens were still 
light and allowed the light to play on 
them, see The Pond, Central Parh, New 
Yorh, Spring 2014 (above). Whilst working 
on the street in New York I had a 
limited palette of the three primaries: 
crimson alizarin, ultramarine blue and 
cadmium yellow (sometimes cadmium 
lemon); raw umber green shade (I 
always need an earth colour), titanium 
and zinc white. Working with a 
relatively limited palette helped to 
keep the studies unified as I am not 
really a colourist, and also made the 
greens fit, which I often find difficult. 

I always think of New York as a vertical 
city, so I took some 24x8in (61 x20.5cm) 
and 24x1 2in (61x30. 5cm) boards and 
canvases, see Square in Manhattan (page 
15). I use boards and canvases of 
uniform size with matchsticks on the 
back when travelling so that I can 
transport still-wet oil paintings. 

Working on the street can have 



problems. You must work where nothing 
can park In front of you - ice cream van 
or taxi. There is nothing more frustrating 
than deciding on a composition and then 
getting It completely blocked out. 

People and buses are no problem as 
they come and go. In New York there 
was never a problem with horizontal 
perspective but being so close to very 
tall buildings brought the element of 
vertical perspective into play and 
measuring became difficult. I had to rely 
on my eye. No bad thing. Measuring Is 
often an approximation and if not 
careful you can stop looking. New York 
is also very noisy, but I have an answer 
to that. I just remove my hearing aids! 
Problem solved. Americans are also very 
gregarious so you have to be careful not 
to be drawn into conversation. 

New York, contrary to my expectations, 
was a truly inspirational city; after three 
weeks I felt I had just begun to see it. I 
shall certainly go back to work there as I 
feel it has much to reveal. Believing as I 
do that painting Is about revelation and 
celebration. New York is an ideal subject. ESI 



▲ The Pond, Central Park, New York, 

Spring 2014, oil on board, ll%Xll%in 
(30x30cm). 

In this painting I was particularly touched 
by the reflection In the water, where the 
darks become lighter and the lights darker, 
thus a reflection is always closer in tone 
than the real thing 



*K^>i Howard’s New York paintings can he 
seen with others at The Richard Green 
Gallery, 147 New Bond Street, London 
WIS 2TS, from January 14 (o 31, Monday 
to Friday 1 0am-6pm and Saturdays I Oani 
to 1 pm. Ken will he at the gallery all day on 
January 1 4 to talk to visitors. 

If you’d like to receive first-hand advice and 
inspiration from Ken, why not join him on 
The Artist magazine holiday to India from 
February 28. See page 73 for details. 
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IN CONVERSATION 



Between clarity 
and suggestion 




Caroline Saunders talks to Johnny Morant about 
his deconstructive approach to traditional subject 
matter. 'Some subjects are painted as suggestive 
representations while others might play on ambiguity, 
with subtle confusions of detail', he told her 



J ohnny Morant works primarily in oils 
with an intuitive application of paint. 
Focusing on patterns and structures 
defined by shadows, reflections and 
contrast, he sets out to capture the 
viscosity of light and atmosphere. ‘A 
balance of defined and undefined 
space within a composition works 
particularly well and encourages 
experimentation with a range of 
brushmarks,’ he says. 

Inspiration 

johnny has huge admiration for the 
draughtsmanship and colour handling 
of Sargent, the brushwork and subject 
matter of Sickert and the sincerity of 
Freud. The impressionistic motion, light 
and colour work of Alex Kanevsky has 
been a strong influence, as has the 
large expressive brushwork of Tai-Shan 
Schierenberg and jenny Saville, as well 
as the dedication and commitment of 
Ken Howard. 'When things are not going 
well I refer to books and blogs until I 
am fired up again and reinvigorated.' 

A keen photographer, johnny's 
photographs often influence his 
paintings. 'I sometimes use a kite to lift 
a camera to gain an aerial perspective. 

I use a 9ft (2.75m) Delta kite as it is 
very stable and can carry the weight of 
my Canon S95 and rotating rig in fairly 
light winds. The camera has been 
reprogrammed to shoot continuously as 
the rig rotates in 15 degree increments 
at heights of up to 650ft (200m).’ 
However, johnny often finds the 
accidental photo renders the most 
exciting results. 

Working process 

Depending on the subject matter, 
johnny either starts from life or from a 




A Downstream from Battersea, oil on canvas, 24X24in (61 X61 cm). 

'The aerial perspective was achieved with a kite and a motorised rig holding a compact camera 
at a height of almost 200m. The strong vertical lines in the composition are amplified by the 
vertical brushstrokes, which give a fluid quality to the light and soften the impact of the 
extreme distances in the view. To balance the sparse centre of the painting I created bold marks 
of saturated blues, suggesting solidity in keeping with the areas of dry land.' 
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composed image on a screen. ‘A 
computer armed with Photoshop and 
Lightroom is essential; I edit and layer 
images, and a large screen is handy for 
preparing a grid to scale up Images and 
reach the initial layout.’ 

Recently lohnny has been painting 
larger works on canvas and thick 
stretcher bars which stand well without 
a frame. He primes his canvases with 



five or six coats of acrylic gesso laid on 
thickly enough for the brushstrokes to 
remain visible through the subsequent 
layers of oil paint. He finishes with a 
gentle sanding to give a smooth surface 
for spreading the paint. 

To start, he fills the canvas with a 
rough idea of where everything should 
be placed. Using fast-drying acrylic 
paint he blocks In large shapes that 



◄ Shaded Boats, oil on board, 1 2 X 1 2in 
(30.5X30.5cm). 

'This was painted en plein air as an 
information gathering exercise. A key 
concern was suggesting the detail in the 
shadows and highlights without resorting to 
the extreme contrast I was actually seeing. 
The light was bright and harsh and I 
consciously had to hold back from reaching 
for the titanium white. My palette was very 
simple: my usual earth colours plus cadmium 
lemon yellow, ultramarine, cerulean blue and 
crimson alizarin/ 

allow him to begin straight away with 
oils. He works quickly and relishes the 
early stage of the painting where 
mistakes can be just as rewarding as 
well-placed intentional brushstrokes. M 
make further adjustments as I go, rather 
than producing any preliminary 
sketches. This gives the finished piece 
a greater depth and texture. Many 
revisions at the start ensure the hard 
work in the later stages is focused in 
the right place, thereby avoiding the 
finishing touches becoming overworked.’ 
As the work progresses he slows down 
and adopts a more considered 
approach. 'On a larger canvas it 
becomes very clear if something is not 
right. I often walk around a painting, 
check its reflection or take a 
photograph to see it with fresh eyes.’ 

Materials 

There are three main reasons why 
lohnny uses oils: a level of saturation 
that no other medium can achieve; the 
drying time can be extended; and the 
finished paint surface is tough and 
durable. His earth colours and basic 
pigments are mostly Winsor & Newton. 
These include: raw umber, burnt umber, 
raw sienna, burnt sienna, Naples 
yellow, ultramarine, blue black, 
cadmium lemon, cadmium red and 
alizarin. He also uses Michael Harding 
titanium white and a small collection of 
accent colours such as Winsor & 

Newton Winsor blue (green shade), 
lohnny suggests trying different brands 
of paint because each colour can vary 
hugely. Rectified linseed oil mixed with 
distilled turpentine provides him with a 
good painting medium. He avoids 
drying agents as they darken the 
colours but sometimes adds Roberson 
glaze medium to very dark areas. 

'I relish applying Winsor & Newton 
Artists' Gloss Varnish, which brings back 
the saturation and lustre that oil paint 
can lose as it dries. The painting must 
be thoroughly dry - I’ve got in a terrible 
mess before with varnish applied too 
soon. The painting goes sticky, gathers 
dust and cannot be rectified.’ 




A Chromatic Drift, oil on board, 24X36in (61 X92cm). 

'My intention was to unsettle the viewer with overlapping lines and limbs while keeping the 
overall feel of the painting warm and inviting. The context of the composition is broken down 
to allow colour and shapes to exist without being questioned. This gave me the freedom to play 
the line between abstraction and figuration, free from the constraints of a representational 
painting. Flat brushes gave an italic quality as I redefined shapes and blocked in spaces. Vertical 
strokes of titanium white draw attention to the paint surface and distract the viewer from 
reading into the narrative of the setting/ 
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A Gathering Sea Shells, oil on canvas, 48X48in (61 X61cm). 

M wanted to experiment with subtle abstraction in a figurative composition. The initial view 
appears to make sense, but when areas are explored, an uncertain but detailed depiction of the 
scene is revealed. I created the image from reference photographs layered and cut away in 
Photoshop. Once it was scaled up on the canvas I had great freedom to push the paint around 
and create dynamic brushmarks.' 



After years of ruining expensive 
brushes johnny now opts for synthetic 
bristle brushes, expecting them to last 
only a week or so. ‘I find flat head 
brushes the most versatile; when new 
the marks are crisp and precise and 
they can block In large areas while still 
holding a fine edge for detailed work. 
The majority of my brushes are Pro Arte 
Prolene Plus but I keep a selection of 
larger brushes of various brands to 
hand. Sometimes the best marks come 
from a dab with a rag or the flick of 
paint from a pipette. A large dry brush 
applied In vertical strokes is useful to 
blend and knock back an area that is 
commanding too much attention.’ 
johnny uses a large toughened glass 
palette that is easy to clean. 

Developing 

johnny realises the need for change in 
order to advance. ‘My expectations 
seem to evolve as my ability improves 
so maintaining a consistent style could 
become counterproductive. Seemingly 



dramatic changes In the past now 
appear as consistent developments. 

‘My earliest mistakes came from 
employing too much contrast and 
saturation in my work. It really pays to 
be economical with your brightest 
highlights and darkest darks.’ 
johnny has a lot of work in his studio 
at various stages of completeness. 

‘I enjoy starting new paintings and 
become disillusioned quite quickly if it 
is not progressing as hoped. I used to 
struggle with these paintings but they 
would invariably lack fluidity and leave 
me underwhelmed. The ones that have 
made it to completion have kept me 
excited throughout and have been a 
pleasure to paint.’ EQ 



Johnny Morant 

was born In Hong Kong but grew up in 
England and studied art in Bristol and 
Bournemouth. He has had three 
successful solo exhibitions at the 
Rountree Tryon Gallery, London and 
numerous group shows, and shown 
regularly with the New English Art Club 
and the Royal Institute of Oil Painters. 
Johnny has been shortlisted for several 
prizes and has received the Green & 
Stone Prize for Best Oil Painting at the 
Chelsea Art Society Annual Exhibition. 

His work has been included In corporate 
collections including Smith & Williamson, 
Standard Chartered Bank, Prudential pic 
and Old Mutual pic. 
www.johnnymorant.com. 
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(PAPV Films 

Producers of DVDs arid videos sinoe 1987 

Over 90 DVDs featuring 
outstanding artists painting in 
watercolour, oil, pastel and acrylic 
10% discount on two or moro DVDs 
PAINTS. BRUSHES. 
PALETTES. BOOKS 

Download Films: 

APVFiUytS mSTERCLASS SERIES 
and 

Herman Pekei & Joseph Zbukvk's 
^BiG PICTURES" 

.-ALSO AVAILABLE ON DVD.» 
ONLY E12.95 each 

Ask for dotsils 



WINTER LANDSCAPES 
IN WATERCOLOUR 
David Bellamy 






CAPTURING 
COASTAL MOODS 

Ray Balkwill 




Buy this DVD and David’s new book 
at a spociat price d/ EJ5 (plus p&p) 




Buy this DVD and Ray’s new book 
at a speciaf price of £54 (ptus p&p} 



www.apvf ilms com 
01608 641798 




www.artsupplies.co.uk 



DALER^ 

|y'-vK‘ ROWNEY 

NrwToN 

^ @Ken Bromley Art ¥l face book .com/Ke oBrom ley Art 

Tel: 01204 690 114/ 08453 30 32 34 Email: sales@ortsupp[tes.co-uk 
*See our shipping policy for fuH details. 



GREAT DISCOUNTS UNBEATABLE SERVICE 



•/fAve A Very -My 

Visit our website for a 
fantastic seiection of 
Christmas gifts. 



Painters Online 

Dalvaro Art Painting Holidays Competition 





PaintersOnline, the home of "T^fartist 
and Leisure Painter magazines, has teamed 
up with Dalvaro Art Painting Holidays to 
offer you the chance to win a week-iong 
painting holiday in Spain, worth £1,120 



Choose from 
any of the 201 5 
courses with 
Dalvaro AH 
Painting Hoi [days 
and your prize 
wiil inciude: a 
private room with 
en-suite faciiities, 
airport transfers, 
meais, drinks and snacks, minimum 25 hours’ painting 
tuition, and transport to and from locations. Easels, 
stools, boards and water holders are provided and you 
will have use of the swimming pool, tennis court and 
petanque terrain. There are 14 tutoring artists to choose 
from, including: Sue Ford, Arnold Lowrey, Trevor Waugh, 
Paul Weaver, Les Darlow and Charles Evans, 
www.pa i ntirtginhoiidays.com 



ENTER NOW 

To win a painting holiday in Spain 
with Dalvaro Art Painting Holidays 
please visit: 

www.painters-online.co.uk 

the home ofT//rartist and 
Leisure Painter magazines, and 
dick on the links to competitions. 
Closing date for entries is 
March 10, 2015. A winner 
will be selected at random 
from all online entries. 

When completing your details please 
make sure you opt In to receive our great 
regular email newsletters so that we can 
keep you up to date with what's new at 
PaintersOnline, including the latest 
features, images in the galleries, new 
competitions and other great offers. 
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City of seduction 

The light, the colours, the 1950s cars and the general 
bustle of Havana provided more than enough inspiration for 
Alvaro Castagnet's recent magical watercolours 



A View of Gran Mercado, watercolour, 
25)iX38'/4in (65X97cm). 

Ambience and a strong sense of unity are 
captured here with only four or five colours, 
with volume and depth created by 
manipulating values. Darker colours are 
concentrated around the focal point, the 
shapes of the people and the umbrellas. 
Working and manipulating the four elements 
of colour, shape, value and edges is at the 
heart of watercolour painting. Greys and 
neutral colour were used for the buildings - 
burnt sienna, ultramarine blue and alizarin 
crimson - and viridian green for the 
umbrellas. Pure red and blue in the people's 
clothing helps to draw the viewer's attention 
to them, and lavender, which was used 
mainly on the walls, helps to cool down some 
sections of the painting, and add contrast to 
the warm greys 




Alvaro Castagnet 



E arly In the year, I visited Cuba, 
looking for an exciting place to 
film a new DVD. I never imagined 
I was going to feel so seduced by 
Havana. I found it to be a city trapped 
in time, where faded glamour meets 
careful colonial-era reconstruction with 
a backdrop of irresistible colour that 
makes it an interesting, vibrant and 
magical place, unlike anywhere else 
I've travelled to. 

Fascinated by the commotion of dally 
street life, I walked for hours and as I 
strolled along the streets, I glanced into 
people’s houses and was amazed by 
the mix of architectural styles of its old 
buildings. I took hundreds of photos 
and worked on many sketches. Finding 
so many Irresistible subjects, I found 
myself painting so profusely that I had 
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WATERCOLOUR 

DEMONSTRATION La Havana, Cuba 

MATERIALS 

• Paper: Arches Rough, 1401b (300 gsm) 

• Brushes: Alvaro uses his own brand of natural 
squirrel hair mops, as they hold lots of water, are very 
absorbent and have long handles, which enables him 
to work with more freedom. He uses a No. 6 for 
medium-sized details and figures; Nos 4 and 2 for 
smaller work and lines, and Nos. 0 & 00 for signing 
and small details. A No. 8 needle rigger brush was 
used for long and very fine lines, such as power 
lines, etc. 

• Paints: a combination of brands, mainly Daniel Smith 
and Winsor & Newton. For the demonstration 
painting he used: yellow ochre, cerulean blue, neutral 
tint, brown madder, raw sienna and pyrrole red 
(Daniel Smith) and lavender (Holbein) 




► STAGE ONE 

Working on Arches Rough 
paper, the only preparation 
was to fix the paper with 
masking tape to a light 
board, and then place it on 
the easel. Way to go! 

In terms of composition, 

I chose to place the old car 
in the lower third of the 
paper, as it is the 
foreground that usually 
contains the highest 
degree of contrast, and 
holds the key into the 
painting. I also used 
directional lines to 
accentuate the direction 
to the focal point 




◄ STAGE TWO 

This stage is easy, because I just put all the washes on the paper. Ninety per cent 
of the washes were wet-on-wet - 1 Just saved a bit of white of the paper for the 
windscreen of the car on the right. As to colours, for the sky I first applied a wash 
of yellow ochre, immediately followed by a wash of cerulean blue, then I used a 
mixture of lots of yellow ochre and a bit of neutral tint on the buildings. Thinking 
ahead, and still working wet-on-wet, I added some brown madder over the first 
wash; I wanted to take advantage of the warm hue beneath it, knowing that I was 
going to go dark and heavy later on. Then I just repeated the wash in the 
foreground and around the cars with the same hues, using more neutral tint at 
the very bottom of the painting to darken it, and so create more light. To speed 
things up, I used a hair dryer to dry the painting thoroughly - this is very 
important as it prevents the next washes going muddy 



ALVARO'S TIPS FOR CREATING ATMOSPHERIC 
WATERCOLOURS 

• Painting is the amalgamation of elements that communicate an idea, 
a feeling, a mood, and it has to be done with passion 

• Create tension between light hues and strong shadows 

• Establish a tonal field, and stick to it 



enough material for two DVDs.* 
Although I found many fabulous 
subjects as I wandered through a maze 
of small streets around old Havana, I 
was particularly drawn to one of the 
streets in the old town, with its old 
buildings and 1950s classic cars - their 
wonderful shapes and bright colours 
were exciting to paint, and so typical of 
La Havana. 

It Is important to spend time 
observing the subject, to get a feel for 
it, planning and composing so that it 
conveys the message you want to 

l^rartist January 2015 



transmit. I like to use a 6B pencil to 
create a fairly accurate drawing. I start 
with the focal point: I look at the scene, 
and think of it as ‘shapes’, placing the 
elements in such a way to create 
maximum impact. In La Havana, Cuba 
(above and right) I began with the old 
car. I drew it quite carefully, and even 
included some dark detailing. It was 
important to be precise as these old 
models are essential to the feel of old 
Havana. I then worked on the old and 
weathered buildings, keeping some 
light and loose lines, as I like to work 



with freedom, and I don't want to be 
limited by my own drawing. As I always 
say: plan It in your head, but paint it 
from your heart. 03 



* Alvaro's DVD The Passionate Painter in 
Havana - Part 1 (95 minutes) is available 
from APV Films, price £28.55. The 
Passionate Painter In Havana - Part 2, 
wbicb will focus on the people of Havana, will 
be released later in the year www.apvfilms 
.com, telephone 0 1 608 64 1 798. 

WWW. pa i nters-on I ine.co.uk 



22 




A STAGE THREE 

As the work progressed it became a little bit 
more complicated because I needed to use 
lots of negative shapes to capture the light 
whilst taking into account the importance of 
making the washes look homogeneous, with 
an appealing fluidity. I was also looking for 
lost-and-found edges in order to create 
variety and dynamics. At this stage you need 
to concentrate because you tackle quite a few 
things at once. So far the darkest washes 
were in the building at the back, where I had 
used raw sienna underneath them to provide 
luminosity to those darks washes. By placing 
lighter washes on the adjacent buildings, 
next to them, I created the effect of sunlight 
on the walls of the adjacent buildings. Then, 
using the same wash, I came down around 
the cars and people, and then went around 
the roof of the left-hand car, leaving negative 
shapes on the rooftop and bonnet, so it 
looked as though it was emerging from the 
shadows. Then I continued the wash, painting 
the buildings on the right-hand side of the 
painting 




Alvaro Castagnet 
studied at the National School of Art and 
the Fine Arts, Uruguay. He is a member of 
many watercolour societies around the 
world. He travels extensively, painting, 
demonstrating, lecturing, judging art 
competitions and exhibiting his work. 
Alvaro is a successful author and his 
works are collected worldwide. He likes 
to communicate with art enthusiasts 
everywhere, www.alvarocastagnet.net 



A FINISHED PAINTING 

La Havana, Cuba, watercolour, 22X13^4in (56 X 35cm). 

I worked with the large shadow in the foreground, and placed a small linear shadow between 
the cars to break up the composition and enhance the design. Red is always striking and I often 
use it in my focal point for maximum impact. Using Daniel Smith pyrrole red, I allowed the wash 
to bleed into the shadows and the people next to it, helping to unify the painting whilst 
maintaining looseness. I enjoy doing this, it makes the painting look less rigid. The blue car 
makes the red one more noticeable, as It balances It out. Details such as street lights were 
added; street signs and some windows were suggested using the lavender colour, as it has 
body, and so can be applied over other washes. I placed some directional lines with dry 
brushstrokes on the street, and used highlights to enhance some of the people. Notice how the 
full shadows in the foreground emphasise the light and hold all the elements of the painting 
together. The fact that the red car bleeds into it, along with the figures, perfectly joins the focal 
point with the shadows to make an integrated painting 
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THE ARTIST'S OIL PAINTER'S PROBLEM SOLVER: 1 OF 4 



Student vs artist oils 



Martin Kinnear's new 

series provides practical 
oil painting advice. This 
month he helps you to 
make informed oil 
colour choices by 
revealing the important 
differences between 
student and artist grade 
oils 

O il paints come in several 

qualities, the most common of 
which are artist and student 
grades. Many painters feel that artist 
grade oils are a better choice if cost is 
no object, but it's really not that clear 
cut. Inexpensive modern pigments, 
which are often found in student grade 
paints, are much cheaper and infinitely 
better on most measures than many 
rare, expensive and archaic colours 
found in artist grade specialist ranges. 



While there is little correlation 
between cost and quality for many 
colours, the additives that colourmen 
use can make a real difference. For 
example, a student grade ultramarine 
blue will be less useful than an artist 
grade one, but both are better' on 
most measures than traditional lapis 
lazuli, the rare blue they supplanted. 
Confused? 

The basics 

A tube of artist grade paint should 
contain just coloured dust (pigment) 
and a binder (oil). In most cases an 
additional stabiliser or inert filler of 
some kind is desirable, either to keep 
the two combined or improve the 
rheology or ‘feel’ of the paint. 

Student grade paints are usually 
made with less pigment and, because 
pigments themselves determine the 
maximum amount of oil in a tube, more 
filler. As most pigments are improved 
by a little filler or paint conditioner this 
is not necessarily a bad thing. However, 
If too much is used, or the pigment is 
replaced by a cheaper alternative (a 
hue), the paint will begin to behave 



very differently to an artist grade 
version. 

To choose between student and artist 
grade paints you simply need to 
understand what should be in a tube of 
well-made oil paint: pigment, oil and If 
required a stabiliser of some kind. 

Pigments 

There are hundreds of pigments, many 
of which look the same but behave in 
different ways and often vary 
dramatically in price, consistency or 
both. Knowing which pigment is in your 
tube, and what it does, is the most 
important consideration when choosing 
oil paints. To find out which pigment a 
colourman has used simply read the 
label, where you'll find a pigment code. 
Pigment codes are standard across the 
industry and comprise two letters and a 
number for each pigment in the paint. 
Cobalt blue is PB28 or pigment blue 28. 
for example. This will never vary, 
although the name on the tube could 
be any one of dozens of names that 
colourmen use for this pigment: true 
blue, king’s blue, leyden blue and so 
forth. Once you know which pigment 




Cobalt violet (left) and 
dioxazine purple (right) show 
how much stronger modern 
pigments are than those used 
by Monet 



White quickly overwhelms cobalt 
violet (left) despite its high cost. 
Dioxazine purple (right) is cheaper 
and stronger in mixes 



Victoria green, viridian and permanent green (left to right), are 
good examples of progressively stronger and newer pigments 
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has been used you can tell if you are 
buying a genuine colour or a hue, or 
mixture of various pigments. 

Genuine pigments are common in 
artist grade paint, and pigment 
mixtures or hue alternatives in student 
paints. If the Information is not on the 
label (and this is true of some Far 
Eastern imports), I suggest you don’t 
purchase it, or check the Information 
available on the colourman's website 
before you do so. 

Before we move on it's important to 
appreciate that rare and expensive 
traditional pigments are not necessarily 
’better’ than Inexpensive and widely 
available modern ones. In fact most 
modern pigments have been 
developed to replace unsatisfactory 
colours, it’s just important to be aware 
that they behave differently in mixes. 

Drying oils 

All oils are emulsified with a so-called 
drying oil, which gives them their lustre 
and determines how fast the paint will 
dry, as well as how pure its colour will 
be. These oils divide into two groups: 
yellowish linseed oil and ‘white’ oils, 
such as poppy, safflower or walnut. 
Although all common drying oils act 
perfectly well as emulsifiers and dryers, 
so there is no room to make a 
catastrophic error here, they behave 
differently, so you can and should make 
an informed choice. 

Paints bound with white oils give a 
purer colour and are less yellowing as 
they age. Walnut, poppy and safflower 
oils are much paler than traditional 
linseed. This is important for both 
whites and pale colours, and helps 
blues in particular to retain their correct 
colour temperature as they age. 
Linseed, on the other hand, dries more 
rapidly and forms a stronger bond than 
white oil; for these reasons it is the oil 
of choice for most professionals across 
most pigments. 

Fillers and stabilisers 

Additives are the cheapest and most 
‘invisible’ ingredients in tube paints. 
Unfortunately they also have the 
greatest Influence on how the paint 
behaves, and are not routinely listed 
on the label. You can safely assume 
that student quality paints are likely to 
contain additives, but even good artist 
grade paints are likely to have some 
stabilisers if the pigment is prone to 



► Limiting the palette to muted colours 
allowed me to produce this 20X30in 
(51 X76cm) demonstration after Seago for 
my students 



GENERAL ADVICE BY COLOUR FAMILY 


Colour 


Artist grade (AG) 


Student gade (SG) 


Whites 


Always buy the best white you 
can, It's the most important 
colour. Artist grade are much 
stronger. 


Just for sketching 


Blacks 


AG for subtle glazing blacks, 
Ivory, vine black etc 


Mars black is fine 


Cadmiums 


AG for accents and pure 
touches. Cadmiums are weak 
and easily wasted in mixes 


For underpainting, student 
cadmiums are generally only 
correct in masstone 


Cobalts 


Cobalts are tricky to match 
with SG hues as their colours 
are so pure. Expensive but 
worth it 


For underpainting only 


Mars synthetic 
earth colours 


Not really necessary 


Yes. Mars colours are strong 
and inexpensive 


Transparent 

earths 


AG are worth it for the clarity 
and intensity of glazes 


Not generally available 


Blues 


AG for intense glazes. Cobalt, 
cerulean, and indanthrone are 
wonderful in both mass and 
undertone In artist grade 


Yes, but will lack intensity in 
tints and cerulean or cobalt 
hues will usually be too 
strong in undertone. 

Phthalo blues are fine in 
student grade 


Reds 


AG for cadmiums when used 
sparingly or for very intense 
glazes with modern reds such 
as perylene 


All modern reds are robust 
enough to work in student 
grade but will be weaker in 
glazes 


Greens 


AG for viridian, cobalt and 
cadmium green; use these 
expensive greens for accents 
and underpaint with mixes or 
student grades 


Phthalo greens are very 
robust in student grade. 
Viridian hue can lack subtlety 


Oranges 


AG for cadmium as an accent 
or modern oranges for intense 
glazes 


Yes if you can find modern 
orange pigments as cadmium 
hues 


Violets 


AG cobalt violet is a unique 
colour that you can't mix 


Yes for dioxazine: it's a 
modern pigment and strong 
in student grade 


Natural earth 
pigments 


Specialist AG are worth seeking 
out if you want characterful 
earths that make lively glazes. 
Try Pip Seymour's hand-dug 
earth colours for a true old 
master painting experience 


Earths are inexpensive, so 
consider choosing AG instead 
from a good colourman such 
as Winsor & Newton; student 
grades can be over-saturated 
or opaque 
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THE ARTIST'S OIL PAINTER'S PROBLEM SOLVER 




A Impressionist colours cobalt violet cobalt blue, viridian, cerulean blue and alizarin crimson, 
in tint with white or masstone as pure colour, were a good choice for this oil study after Sisley 
20X24in (51X61cm). 



The key advantage of artist grade is that the colour 
you get is as pure and unadulterated as possible' 




A Modern transparent earth colours transparent earth yellow, transparent earth orange, 
transparent earth red and Indian yellow were ideal for this luminous sunset study in oil, 
12X16in (30.5X40.5cm) 



'throwing off oil, or the colourman 
wants his range to have a consistent 
rheology. 

Common fillers in oil paints are 
tixogel (chemically modified bentonite, 
a type of clay) and blanc fixe (barium 
sulfate). The former is a swelling agent 
which allows colourmen to use more oil 
without it throwing off; the latter 
makes paint feel heavy, simulating a 
high pigment load. Extending paints 
isn't a new idea, in fact Renaissance 
apprentices used paints extended with 
chalk or marble dust. They both 
improve the drying qualities of paint 
but, being colourless in oil, don’t 
change its appearance and, of course, 
make expensive pigments go much 
further. 

Artist grade paint 

Artist grade paints are kept as pure as 
possible - pigment, oil and, if 
necessary, the correct amount of an 
appropriate stabiliser. Within this basic 
recipe the cost lies in the pigment 
used, as both oils and stabilisers are 
relatively inexpensive. For this reason 
alone artist grade paints are sold In 
‘series' or price bands that contain 
pigments of a similar cost. Series I 
generally represents the least 
expensive pigments, with successive 
bands being costlier. 

The key advantage of artist grade Is 
that the colour you get is as pure and 
unadulterated as possible. Specifically, 
the paint behaves as it should in terms 
of saturation, colour temperature, 
tinting strength, drying rate, lustre, 
rheology, toxicity, masstone and 
undertone and opacity. If these things 
seem peripheral to your work, go for 
student grade paint. On the other hand, 
if you want your cadmiums to be 
opaque but subtle in tints and mixes, 
want the pure colour they offer that 
can’t quite be mixed, but understand 
they can be toxic then you know 
enough to choose artist grade. 

Student grade paint 

Many modern pigments are both good 
and inexpensive so they are popular 
choices for student ranges. In modern 
colours, then, student grade paints 
generally offer exceptional value. The 
trick here is to buy well, and the key to 
buying well is to know your pigments. 
I've included a list of inexpensive and 
reliable colours (page 25) to get you 
started. 

Again, the quality of student paints 
does not matter if you intend to paint 
In I in (2.5cm) thick impasto; It matters 
more if you need to control the 
temperature or tinting strength of your 
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► My quick oil sketch of Norwich at twilight f" ^ 
used modern colours hansa yellow, perylene | 

red, cadmium orange and sap green (mix) to ^ 

capture the neon and sodium lights, 20X24in t 
(5ix61cm) I 

paints for glazes, and makes it 
impossible to achieve authentic old 
master techniques. 




•v 



Can cadmium be replaced? 

With the looming ban on cadmium it 
seems topical to finish on the question 
as to whether cadmium colours can be 
replaced If the proposed EU ban goes 
through. In a word: no. Nothing quite 
matches the pure colours, unique 
rheology and working properties of 
cadmium, that's why we use them, 
despite the fact that there are cheaper 
and less toxic alternatives. If you can’t 
get cadmium colours the best match 
will be modern pigments mixed with 
white (to make them opaque), but 
these only replicate true cadmium 
superficially. Luckily, cadmiums go a 
long way, so my advice is to stock up on 
a big tube of each (or a bag of dry 
pigment if you prefer), just in case. 

Good choices 




My general advice is to choose artist 
grade paints if you can afford them, but 
to feel confident about choosing 
student colours made with modern 
pigments. If you have a mixed paint 
box consider using your best colours on 
the upper layers of your painting; 
expensive cadmiums and cobalts, for 
example, are fabulous as pure accent 
colours, but will quickly muddy down in 
underpainting, where they can easily 
be substituted. Consider choosing 
paints bound with linseed: they will 
generally dry faster and more strongly 
than those bound with white oils. oa 

I used Gamblin artist grade oil colours for tfie 
paintings shown here. All these colours are 
available in other ranges. 



GLOSSARY 

Glaze - a transparent layer of colour 
normally placed wet over dry 

Hue - an equivalent pigment, usually 
cheaper, different in most respects 
except masstone 

Masstone - the colour of thick paint In 
impasto as opposed to undertone in 
glazes etc 

Rheology - the 'feel' of a paint, such as 
buttery, sticky or granular 

Tinting strength - the dominance of a 
paint in mixtures; modern colours are 
strongest 



Martin Kinnear is a professional oil painter 
and course director at the Norfolk Painting 
School, www.norfolkpaintingschool 
.com. He can be contacted by calling jane 
on 01328 730203 or jane@norfolkpainting 
school.cotn. 



A good source of information on colours by period is 
the Norfolk Painting School’s colourman's website: 
www.gambiincolors.com. 

Next month: brushes, knives and how to 
choose the right tools for painting. 




A Traditional muted colours were complemented by a modern glazing yellow in my 30x40in 
(76X1 01 .5cm) nocturne of Blakeney 
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GEOFF HUNT'S 

Watercolour 



Geoff picks up last year's 
story of his struggles to 
cope with painting 
watercolour en plein air 

JANUARY 







I 'd like to begin by thanking those readers who 
very kindly wrote to The Artist saying they liked 
this watercolour diary, and who no doubt 
Influenced the editor's equally kind decision to 
offer me another year. 

I wrapped up last year with a conclusion, in 
which I essentially said that I realised I could never 
finish a watercolour to my satisfaction outdoors, 
as there would never be enough time. But In 
learning how to paint there is no end, no final 
hilltop, only another hill In view beyond it. So 
even while I wrote December's conclusion, in my 
heart I knew that that could not be the right 
answer. Because most of all I still wanted what I 
had wanted at the very outset: to take watercolour 
outdoors and to bring back a painting that was 
finished on its own terms, that required no further 
work, that could be framed and shown, just as I 
had been able to do with oils. Evidently, therefore, 
if my 'finished' style took too long to do on 
location, somehow I would have to adjust my 
expectations to some other style that could fit 
into such a time frame. One thing I was certain 
about: I had discovered watercolour to be such an 
exciting medium that I was not about to let it go, 
and I was definitely up for another full year! 



A soggy end 

These thoughts were still ticking away at the back 
of my mind, but were not applied, when I went 
out one winter's afternoon to take advantage of a 
gleam of light that was soon gone, and found a 
subject from Kingston Bridge, looking upstream. 
The notes I keep on each painting range from the 
very brief - weather, paper, size - to the more 
chatty. This was one of the latter, and It reads in 
full: 'Sunlight, not too cold, still. 16x12 inch 
Arches Rough block. Too careless with the initial 
washes, did not think before painting, result: a 
very damp piece of paper. Consequently lost 
calligraphic precision, and although some of the 
subsequent wet-in-wet and lifting-out got quite 
interesting, overall a failure. Not a John Yardley!' 

This was a very wet watercolour indeed. The 
paper could best be described as soggy and in the 



◄ The Thames from Kingston Bridge, Mid-Winter, 
watercolour on Arches Rough, 16X12in (40.5 x 30.5cm). 
Most of the painting remained very damp throughout 
but I had managed to work the first washes very 
roughly around the shapes of some of the boats, so it 
was possible to attempt some definition on these partly 
reserved areas. One tiny detail ended up as the most 
satisfactory passage of watercolour in the entire 
painting: the very small boat moored outside the 
barges, its dark hull colour merging with its reflection 
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'The great advantage for the artist of the first guarter of the gear - even 
the first third - is the absence of all those wretched leaves on the trees' 



damp, cold air it stayed that way throughout; 
partly a consequence of using a block rather than 
a single piece of paper, for in a block the underlying 
paper tends to get damp too and it keeps the top 
sheet wet. And I wonder: what made me choose 
such a large size for a winter plein-air study when I 
knew I would not have much more than an hour 
and a half before the light went? 

This piece represented the end of a number of 
things: the end of the old year; the end of the 
darkest winter days before some thought of 
spring arrived and, at least for the time being, the 
end of me trying to manipulate very 'washy' 
watercolour outdoors. With the new year it was 
time to look for a way forward. 

I thought there was hope in the work I had been 
doing in October and November: faster, looser, 
not developed in several layers. This kind of style 
inevitably leads me to a big name in the 
watercolour world. Having name-checked artists 
whose style had guided me In the first part of last 
year, such as David Curtis, Trevor Chamberlain and 
David Howell, I could not deny now that by late 
autumn some of my work had taken on a definite 
tinge of John Yardley (hence the reference in the 
painting note above). But much as I admire John's 
work, this was not something I had set out to do; 
it came about purely as a consequence of having 
to work faster on location, which is particularly 
important during the winter months. 

Back in the swing of things 

Having got Into the habit of painting outdoors 
every month, not least to gather material for these 



articles, I very soon found myself watching for an 
opportunity in January. Given good weather, the 
great advantage for the artist of the first quarter 
of the year - even the first third ~ is the absence of 
ail those wretched leaves on the trees. This offers 
three huge gifts: there are no masses of mid-green 
to worry about, if colour worries you (as it does 
me); clear views open up of Interesting buildings 
or scenic features, which at other times of year 
you simply can't see 'for the trees'; and the colours 
and structures of the trees' bare trunks and 
branches are themselves often very interesting 
and beautiful. Well worth wrapping up warm, 
then, and venturing outside. 

This winter subject was simply a group of trees. 
Once again, the time of day was afternoon; but 
this time the winter light, low in the sky, was 
charged with colour and had something of the 
promise of spring about it. At the time I wrote in 
my notes 'this would have been far better with 
lots of masking' (I used none at all - often I simply 
couldn’t be bothered with It because I was 
impatient to get on and paint). But on second 
thoughts I'm not sure about the judgement. Yes, it 
could Indeed be a great studio subject, possibly a 
really big piece, one that would repay weeks of 
work. Yet, taking this for what It was - a field study 
of an hour and a half, really just to revel in 
something of the trees' colours and complexity, 
and in the strong light and shade of the short 
winter afternoon - I was not unhappy with it once 
I had It back in the studio. And so my year got 
under way. I felt the optimism switch was on 
again! [Q 



January Trees, Richmond 
Park, watercolour on 
Arches Rough, 1 1 X 1 Sin 
(28X38cm). 

The colours on these tree 
trunks really were rich, 
from bright oranges and 
yellows to almost sky 
blue, set off by intensely 
dark shadows; the 
reddish undergrowth was 
mostly dead bracken. I 
had to keep a wary eye 
open while painting as 
there were deer quite 
close by, potentially a less 
welcome variation on the 
more usual human 
spectator at the shoulder! 



Geoff Hunt is vice 
president of the Royal 
Society of Marine 
Artists and a member 
of the Wapping Group 
of Artists 



Next month: 

my painting kit 
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(All art materials prizes are quoted at the rrp) 



^maitist and Leisure Painter 

OPEN ART COMPETITION 2015 

in partnership with Patchings Art Centre 

CALL FOR ENTRIES 

Open to all artists from amateurs in the Leisure Painter category to experienced and 
professional artists in The Artist category. Seventy selected works from each category 
will be exhibited in two galleries at Patchings Art Centre, opening at the start of the 
2015 Patchings Festival of Art, Craft and Photography on June 4 until July 19, 2015. 
In addition 50 highly commended works in each category will be featured online 



OVER £17,000 WORTH OF PRIZE AWARDS 

Over 60 individual prizes will be awarded to selected artists in both categories comprising: 



£5,000 /^.rartist 
Purchase Prize Award 



Selected by guest judge Ken 
Howard OBE, RA for a work 
up to the value of £5,000 
www.painters-online.co.uk 

£17001//rartist 

Exhibition Awards 

Selected artists from the 
201 5 The Artist category will 
be awarded a mixed exhibition 
at Patchings Art Centre in 
2016, worth £1,700 in value 
www.patchingsartcentre.co.uk 

£100 //^rartist Highly 
Commended Award 

A subscription to the 
magazine worth £100 
WWW. pa i nters-on I i ne.co. u k 

£500 Alpha Art Shop 
Awards 

Five prizes of £100 worth 
of Fisher 400 Art Paper 
www.a I pha -a rtshop.com 

£375 Batsford Awards 

Three prizes of Batsford 
art books to the value 
of £125 each 
www.batsford.com 

£600 Canson Awards 

Three prizes of £200 
worth of paper 
www.hamelinbrands.com 



£750 Caran d’Ache/ 
Jakar Awards 

Three prizes of £250 worth 
of art materials 
www.jakar.co.uk 

£1,000 Chroma 
Awards 

Four prizes of £250 worth 
of Archival Oils 
www.chomaonline.com 

£500 Clairefontaine 
Awards 

Two prizes of £250 worth 
of art products 
www.clairefontaine.com 

£675 Daler-Rowney 
Awards 

Five sets of materials to 
the total value of £675 
www.da ler-rowney.com 

£500 GreatArt Awards 

Two prizes of £250 worth of 
art materials from Europe’s 
largest art materials’ supplier 
www.greatart.co.uk 

£400 Leisure Painter 
Awards 

Four prizes of Leisure Painter 
workshops to the value of 
£100 each 

WWW. pa i nters-on I i ne.co. u k 



£100 Leisure Painter 
Highly Commended Award 

A subscription to the 
magazine worth £100 
www.painters-online.co.uk 

£450 Patchings Award 

A gift voucher worm £450 to 
be used at Patchings Art Centre 
in Nottinghamshire 
www.patchingsartcentre.co.uk 

£500 Premium Art 
Brands Awards 

Two prizes comprising one set 
of Daniel Smith watercolours 
and one set of Ampersand Artist 
Panels to the value of £250 each 
www.premiumartbrands.com 

£250 Pro Arte Award 

Brushes to the value of £250 
www.proarte.co.uk 

£1,000 Royal Talens 
Awards 

Four prizes of £250 
worth of art materials 
www.talens.com 



£500 Senneher Awards 

Two prizes of £250 worth 
of art materials 
www.globa la rtsuppi ies.co.uk 

£600 St Cuthberts Mill 
Awards 

Three prizes of £200 worth 
of watercolour paper 
www.stcuthbertsmlll.com 

£400 Tony Hogan 
Award 

A four-day non-residential 
art holiday with Tony Hogan 
worth £400 
WWW. hoga na rt . CO. u k 

£750 Winsor & Newton 
Awards 

Three prizes of £250 worth 
of art materials 
www.wlnsornewton.com 

£400 Winston Oh 
Award 

A painting course of your 
choice up to the value of £400 
www.winstonoh.com 



Sally Bulgin, editor 


JUDGES 

Ingrid Lyon, editor 


The Artist 


Leisure Painter 


David Curtis ROI, RSMA 


John Sprakes, ROI, RBA, MAFA 


Guest Judge: 


Liz Wood, artist and co-owner 


Ken Howard OBE, RA 


of Patchings Art Centre 



Patchings 
Art Centre 

2015 



7/^rartist and 
Leisure Painter 

Open Art Competition 
2015 in partnership 
with Patchings Art 
Centre is supported by: 



St Cuthberts Mill 

</ 
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DALER^ROWNEY 
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A 2014 Royal Talens and The Artist Exhibition Awards, Michele del 
Campo Redhead, oil, 35x51in (89x130cm) 



All entrants will receive a 
complimentary one-day entry ticket 
to the Patchings Festival of Art, 
Craft & Photography, worth £9.50 



HOW TO ENTER & CONDITIONS 



The competition is open to artists 
worldwide. Only original work will 
be considered and paintings 
based on reference photographs 
must have been taken by the 
artist or used with the permission 
of the photographer. Photography, 
except where incorporated into 
collage, is not acceptable. 

1 The entry fee of £16 covers 
up to THREE entries of two- 
dimensional works in any 
media; only ONE work per 
entrant will be accepted for 
exhibition in the Leisure 
Painter category. 

2 No entry should be larger 
than 120x150cm WHEN 
FRAMED (canvases do not 
need to be framed). 

3 Online digital entries must be 
sent via our website at 
WWW. pa i nters-on I i ne. co. u k 
clicking through the links 
entitled TA&LP/Patchings 2015 
Competition. 

4 Colour photographs or prints 
(no larger than A4) must be 
sent to the address on the 
entry coupon (right). 

5 Each entry must be clearly 
marked with your name and 
address and title of the work 
and placed in an envelope to 
which you must affix the entry 
coupon, right. Place into a 
larger envelope for posting, 
with a stamped addressed 
envelope large enough to 



accommodate your entries 
(with the correct return 
postage please) for the return 
of your entry. 

6 Send your entry/les with the 
non-refundable entry fee of 
£16, payable to TAPC, to: 
TA&LP/ Patchings 2015 
Competition, 63/65 High Street, 
Tenterden, Kent TN30 6BD, to 
arrive by the closing date of 
March 27. 2015. 

7 Entries will be judged after 
March 27, 2015 and selected 
works called for exhibition. 
These must be framed 
(canvases excepted) ready for 
exhibition from June 4 to July 
19, 201 5 at Patchings Art 
Centre. 

8 Successful entrants will be 
notified in late April about 
delivering their work between 
May 1 5 and May 27, 201 5 to 
Patchings Art Centre, 
Nottinghamshire. 

9 All care will be taken with 
entries but no responsibility 
can be accepted for loss or 
damage in transit, incoming 
or outgoing, whilst on the 
competition premises or 
during the exhibition. Originals 
selected and submitted for 
final exhibition must be fully 
insured by the artist. 

10 Original works must be left 
with the organisers throughout 
the exhibition. 
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OPEN ART COMPETITION 2015 
in partnership with Patchings Art Centre 

ENTRY FORM FOR POSTAL ENTRIES 

(Online entries: see point 3 in entry details, below left) 
DEADLINE: March 27, 2015 

Please accept my work for consideration for inclusion in the 
2015 competition. I confirm that my entry is original. I have 
read and understand the rules of the competition and agree to 
allow The Artist and/or Leisure Painter to publish, republish and 
repurpose my work in print and digital formats Including but not 
limited to magazines, promotion materials, websites, databases 
and as part of downloadable digital products. Affix to envelope 
holding entry/ies and send with stamped addressed envelope 
and payment of £16, (make cheques payable to TAPC), to TA&LP 
Patchings 2015, 63/65 High Street, Tenterden, Kent TN30 6BD by 
the closing date of March 27, 2015. Or, please charge my 
□ Mastercard □ Visa □ Maestro 



Card number 
Expiry date 



Issue no 3 digit 

(Maestro only) security no. 



signature 

First name Last name 

Address 

Postcode 

Day phone/ 
mobile no 

Email address 

We will automatically add you to our e-newsletter list to let you know about 
some of the exciting things appearing in our magazines and on our website. 

If you do not wish to receive our e-newsletters, please tick this box □ 

Please tick one box to indicate which category you are entering: 

category □ l^ter category (by entering this category 
I confirm that apart from participation In 
amateur art club shows or events, I do not 
promote my work professionally) 

Please indicate all sizes, when framed, in cms, vertical side first 
Title of work 1 

Size Medium 

Title of work 2 

Size Medium 

Title of work 3 

Size Medium 



I have read and agree to be bound by the competition entry conditions 
Signature 

The Artists' Publishing Company may send you details of our products and 
services which we think may be of Interest to you. Please tick if you do not 
wish to receive such offers by post or telephone □ Please tick if you do not 
wish to receive such offers by email □ We will not pass your details to any 
third parties. 



Cut or photocopy 
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▲ Paul Wadsworth in action 



All the 

right moves 



◄ The view for this painting 

▼ Hosing down a painting 
to soften hard edges and 
create runs 



For Paul Wadsworth 

the painting process is 
one of discovery, in 
which he brings 
expression and energy 
to the work by 
incorporating drips and 
runs and even exposing 
previous layers with the 
help of a hosepipe 



F or me a painting does not develop 
in stages but through a series of 
changes; some of these can be 
quite drastic but I am always looking for 
that moment when you start to engage 
with the work on a more intuitive level, 
each mark and colour creating a 
response as you work the whole canvas. 

I like to begin by laying down a very 
rough composition in black and white 
acrylic, drawing with a brush attached 
to a long stick to install life and energy 
into the surface. There is a certain lack 
of control and it puts me at a distance 
from the work. This stage is purely a 
process in the discovery of the 
painting, which will change many times 
on its journey to completion. It is 
important to keep working the whole 
surface and not get delayed in one 
area, as this allows the painting to work 
as a whole without any divisions. 

This process of tonal painting is not a 



sketch to be adhered to but a way of 
understanding what I am seeing and 
what it is I want from the painting. It is 
the first layer of discovery with many 
more to come. I often spray the painting 
with a hosepipe, especially larger 
canvases. This softens any hard edges 
and creates runs in the paint. Also, It is 
sometimes good to do this at a later 
stage, to rediscover earlier layers. 

Colour choices 

The palette I choose depends on many 
things. When working out in the 
landscape each day has its own colour. 

It might be a lemon yellow day, or a 
pink day, and this is the colour that sits 
beneath the surface of the painting. It 
may not figure much in the work later 
on but it is a way of making those first 
steps into colour and covering the 
white canvas. 

My palette does change but if I had to 
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PRACTICAL 




A STAGE ONE 

i chose a large canvas to stretch and prime ready for painting and then 
began the drawing with a brush attached to a long stick to instill 
movement into the marks and allow rhythms to build up from the very 
start of the painting, creating a certain amount of chaos in the work 




A STAGE TWO 

I added more contrast and continued to discover and change the 
forms, spraying with a hosepipe to create runs in the paint and 
soften hard edges 





◄ STAGE THREE 

I Started to add colour with a lilac blue and then 
added some greens and reds on top. I like to 
introduce a lot of chaos at this point, often adding 
colour purely to enjoy the painting process. Again this 
is liable to change as is just another layer 



▼ STAGE FOUR 

To keep the energy in the painting application is 
important. I like to use large rounded brushes and 
sometimes a plasterer's trowel as well as palette 
knives and, of course, my hands. Pinks and lemon 
greens started to cover the canvas. I didn't want the 
composition to rule the 
direction of the 
painting at this stage. 

Forms started to 
emerge, suggesting 
buildings, trees and 
paths 



stick to one it would be lemon yellow, 
cadmium yellow, cerulean blue, 
ultramarine blue, deep red, burnt 
umber, Payne’s grey. I mix these on foil 
food servers as they make great 
palettes. I use various makes of acrylic 
- Daler-Rowney and Winsor & Newton 
make good, basic quality paint, which is 
a consideration when working on a 
large scale. Ara acrylics are very good, 
with more substance, good colour and 
movement. Also I use Pip Seymour 
acrylics. For oils I use for a basic range 
by Daler-Rowney or Winsor & Newton. 

I use large quantities of paint quite 
thickly so I quite often buy paint in 
large tins. I also use Lukas oils, which 
are a good quality oil. 1 like the speed 
with which I can create layers and light 
with acrylic. Oils I love for the texture 
and movement, and the fact that they 
can be scraped and pushed about on 
the surface. D> 
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ACRYLIC & OILS 




4 STAGE FIVE 

I made bolder marks with a dark blue, suggesting trees and fences, 
creating more depth in the painting. A figure emerged; although not 
intentional I quite liked it and I was happy to keep it. Parts of the 
painting were working but I felt it needed to be brought together 
more. This can be a difficult stage as the energy and movement must 
be kept whilst bringing control into the work to balance out the 
chaos. By now I was working in the studio without any reference to 
the landscape; it was all about the relationships of marks, colour and 
composition on the canvas 



T FINISHED PAINTING 

Pathway Home, mixed media, 48X71 In (122 XI 80cm). 

I had been working with acrylics but now changed to oils, altering the 
composition as I blocked out unwanted marks. The painting began to 
work as a whole and the story grew as four sunflowers appeared. The 
figure survived and I think it adds to the final story 




I love to go In with my hands and 
actually feel the canvas and create the 
movement. Painting is a very physical 
process for me, bouncing colour around 
the canvas, creating relationships of 
tone, colour and marks to create a 
rhythm in the work. I like a lot of 
movement and quite often introduce 
paint runs or dribbles by mixing up a 
large quantity of colour in a pot and 
then throwing it over the canvas, 
allowing it to run. 

Unexpected 

Painting is a journey of discovery and 
I love the freedom that allows for the 

ifuartiSt January 2015 



unexpected and the uncontrolled. 

Quite often, when painting in the 
studio, I start by just reacting to marks 
and colour. Over weeks of working on 
probably six or seven canvases in this 
manner, the paintings start to reveal 
themselves and a story starts to 
emerge. Up to this point I will have 
been working with acrylics. When this Is 
dry I will sometimes continue with oils. 

The texture of a painting is important 
to me: a painting should work close up 
as well as at a distance. Confident mark 
making, using direction to create 
movement and balance is critical to 
the painting. IQ 



Paul Wadsworth 

studied at Ipswich and Falmouth Art 
colleges and has been commissioned by 
Marks & Spencer. Paul will be exhibiting 
at the Majlis Gallery, Dubai, in March, 
themajlisgallery.com; the Campden 
Gallery, Chipping Campden, In May, 
telephone 01 386 841555, 
www.campdengallery.co.uk; and 
Beside The Wave Gallery, Falmouth, In 
June, telephone 01 326 211132, 
www.beside-the-wave.co.uk. For 
details of his painting courses and to see 
more examples of his work, see 
www.paulwadsworth.co.uk 
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SPECIAL 
PULLOUT 
and KEEP 
GUIDE 



OPEN COMPETITIONS 
& EXHIBITIONS 201 5 



Compiled by Deborah Wanstall 



PLEASE NOTE 

These listings are in 
chronological order 
according to the 
month in which the 
event will run. 
Submission and 
handing-in dates are 
highlighted in cyan 



FEBRUARY 

Ferens Art Gallery Open 

Venue: Ferens Art Gallery, Queen 
Victoria Square, Hull, HU1 3RA. 

It 01 482 300300 
Details: Selected annual exhibition 
open to amateur and professional 
artists. Artists over the age of 16 
are invited to submit two works, 
in any medium, including 
sculpture, photographs and 
textiles, cost £5 per work 
(concessions £2.50). Prizes include 
Friends of the Ferens Awards of 
£250, £1 50 and £100; student 
award. £150; and Council Cup 
award. £100, tbc. Gallery takes 
commission on sales. Please see 
website for full details: 
www.hullcc.gov.uk 
/openexhibition. 

Exhibition dates: February 14 to 
April 26. 

Handing-in: January 12 and 27. 

1 0am to 4.30pm Monday to 
Saturday and 1 30-4pm on 
Sundays. 

Contact: Download entry forms 
from website: www.hullcc.gov.uk/ 
openexhibition or collect from 
the gallery, address above. 

Royal Birmingham Society of 
Artists' Open All Media 

Venue: Royal Birmingham Society 
of Artists' Gallery, 4 Brook Street, 

St Paul's, Birmingham B3 ISA. 

IT 01 21 236 4353 

Details: Artists working in all media 
may enter. Please consult the 
application pack for details of fees 
and full terms and conditions. 
Exhibition dates: February 25 to 
March 28. 

Submissions deadline: February 18. 
Handing-in day: February 22. 

Contact: For application pack, send 
sae to RBSA Gallery, 4 Brook 
Street, St Paul's, Birmingham B3 



1 SA. Packs may be downloaded 
six weeks before the closing date 
from www.rbsa.org.uk. 

MARCH 

Royal Watercolour Society 
Contemporary Watercolour 
2015 

Venue: Bankside Gallery, 

48 Hopton Street, London SET 9JH. 
n020 7928 7521 
Details: Annual open painting 
competition organised by the 
Royal Watercolour Society to 
celebrate watercolour as a vibrant 
medium, encourage innovation in 
the use of water-based media on 
a paper-based support and to 
stimulate fresh approaches to 
watercolour. All entries must be 
submitted digitally via the RWS 
website, uploaded as JPGs, not 
supplied on CD or DVD. A 
maximum of three paintings 
completed within the last four 
years may be submitted, which 
must be In water-based media: 
watercolour, gouache, pen and 
ink and acrylic (not Impasto); 
paintings should not exceed 
39’/JX39Min (100X1 00cm) when 
framed. Entry fee, £1 4 per work. 
Awards and prizes include 
purchase prizes, arts materials 
and cash awards of £1,000 and 
£500. Regional collection points. 
Please see full details at: 
www.royalwatercoloursociety. 
co.uk 



Exhibition dates: March 6 to 1 8. 
Submissions deadline; January 13, 

1 2 noon. 

Handing-in: March 1 and 2, Ham to 
5pm. 

Contact: For full conditions of entry, 
application packs and to enter 
online go to: 

www.royalwatercoloursociety. 

co.uk. 

Grosvenor Museum Open Art 
Exhibition 

Venue: The Grosvenor Museum. 27 
Grosvenor Street, Chester 
CHI 2DD. 

©01244 972109 

Details: Biennial open exhibition to 
present the best in contemporary 
art from the region. First prize of 
£1,000; second prize of £500, third 
prize of £250, Visitors' Choice 
prize. £100. 

Exhibition dates: March 1 2 to 
June 17. 

Handing-in days: February 27 to 28. 
Contact: Ruth Marshall, The 
Grosvenor Museum, address as 
above. Email ruth.marshall@ 
cheshirewestandchester.gov.uk. 

Royal Institute of Painters in 
Water Colours (Rl) 

Venue: Mall Galleries, The Mall, 
London SWl. 

©020 79306844 
Details: The Rl seeks the best in 
modern and traditional 
contemporary watercolour 
painting. Watercolour or any 
water-soluble medium accepted; 



any use of acrylic must be treated 
as watercolour and paintings 
must be glazed and not on 
hardboard or canvas. Prizes 
include the Turner Watercolour 
Award. Up to six paintings may be 
submitted, a maximum of four 
may be selected. All work to be 
submitted online for preselection 
at www.registrationmall 
galleries.org.uk. Regional 
handing-in points. Entry: £15 per 
work; under-35s, £10 per work. All 
works must be for sale, minimum 
price £450. 

Exhibition dates: March 25 to 
April 1 1 . 

Submissions deadline: January 2, 

1 2 noon. 

Handing-in days; February 7, 10am 
to 5pm. 

Contact; Download full terms and 
conditions from www.mall 
galleries, org.uk. 

APRIL 

Artsdepot Open 

Venue: Abthorp Gallery, Artsdepot, 
5 Nether Street, Tally Ho Corner, 
North Finchley, London N1 2 OGA. 
©0208369 5454 
Details: A diverse and vibrant 
annual exhibition celebrating the 
work of artists from Barnet and 
beyond. Submissions are invited 
from emerging and established 
artists. Up to three works may be 
submitted, £1 5 per work, which 
must have been completed 
within the last three years, tbc All 
media accepted. Submission 
forms will be available from 
January, tbc. Please refer to 
website for information updates. 
Exhibition dates: April, tba. 

Closing date: tba. 

Handing-in: tba. 

Contact: Application forms 
available to download from the 
website from January: 
www.artsdepot.co.uk, or by 
contacting the box office on 020 
8369 5454 between 10am and 
4pm, Monday to Saturday. 

Society of Botanical Artists 

Venue: The Lecture Hall, Central 
Hall Westminster, Storey's Gate, 
London SWl. 

Details: Annual open exhibition. 
This year's theme is 'In Pursuit of 
Plants'. Entries are accepted in all 



media, including ceramics, glass, 
jewellery and 3D work. 

Exhibition dates: April 1 7 to 26. 
Handing-in day: February 23. 

Contact: SBA, 1 Knapp Cottages, 
Wyke, Gillingham, Dorset SP8 
4NQ; www.soc-botanlcal- 
artists.org. 

pam@soc-botanical-artists.org. 
©01747 825718 

Royal Society of Portrait 
Painters (RP) 

Venue: Mall Galleries, The Mall, 
London SWl. 

©020 79306844 
Details: The RP seeks submissions 
of new and traditional artistic 
models and perspectives in 
portraiture. All media accepted, 
including original prints but 
excluding sculpture. Prizes for 
portrait painting and drawing 
include the Ondaatje Prize for 
Portraiture; the Changing Faces 
Prize, the de Laszio Foundation 
Award for Young Portrait Painters 
aged 35 years or under; The HRH 
Prince of Wales's Award for 
Portrait Drawing. A maximum of 
three works may be submitted, 
up to three may be selected. 
Work must have been completed 
in the last three years and not 
previously exhibited in London. 
All work to be submitted online 
for preselection at 
www.registrationmallgalleries. 
org.uk. Entry: £15 per work; 
under-35s, £10 per work. 

Exhibition dates: April 1 6 to May 1 . 
Submissions deadline: January 9, 1 2 
noon. 

Handing-in days: February 14, 10am 
to 5pm. 

Contact: Full terms and conditions 
available from: 
www.mallgalleries. org.uk. 

MAY 

Bath Society of Artists 

Venue: Viaoria Art Gallery, Bridge 
Street, Bath. 

©01225 477244 
Details: 1 10th annual open 
exhibition of works in all media 
except photographs; two works 
may be submitted. 

Exhibition dates: May 1 6 to 
June 27. 

Handing-in day: May 9, 1 0.30am to 
4pm at the Victoria Art Gallery. 




Haidee-Jo Summers Sails up in the Harbour, oil, 28X42in 

(71 XI 07cm). The Arf/sf Purchase Prize winner in The Artist Open 

Competition 2014, in partnership with Patchings Art Centre 
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Contact: Download entry forms 
from; www.vlctoriagal.org.uk, or 
www.bsartists.co.uk, or collect 
from gallery from April 7 or send 
A5 sae to Gillian Sylvester, 
Secretary Bath Society of Artists, 

1 0 Widrook Meadow, Trowbridge, 
Wilts BA15 2RS. 

Royal Birmingham Society of 
Artists' Prize Exhibition 

Venue: Royal Birmingham Society 
of Artists' Gallery, 4 Brook Street, 

St Paul's, Birmingham B3 ISA, 
tr0121 2364353 
Details: Artists working in all 
media, except photography, may 
enter. Please consult the 
application pack for details of 
prizes, fees and full terms and 
conditions. 

Exhibition dates: May 7 to June 13. 
Submissions deadline: April 1. 
Handing-in day: May 3. 

Contact: For application pack, send 
sae to RBSA Gallery, 4 Brook 
Street, St Paul's, Birmingham B3 
1 SA. Packs may be downloaded 
six weeks before the closing date 
from www.rbsa.org.uk. 

United Kingdom Coloured 
Pencil Society 

Venue: Menier Gallery, 51 
Southwark Street, London SE1 
1RU. 

w 01 207 407 3222 
Details: Fourteenth annual open 
submission exhibition for all 
artists. Work must be original in 
concept, design and execution. 
The artist must demonstrate 
compositional and drawing skills 
and the ability to use coloured 
pencil. Entries must not have 
been shown in any previous 
UKCPS exhibition. Each work 
must comprise at least 50 per 
cent dry coloured pencil; the 
remaining 50 per cent of the work 
may, if preferred, contain less than 
50 per cent of any other medium. 
Awards include Best in Show, 
£400; Reserve best in show, £300; 
Best pure coloured pencil; 
President's Award. Up to two 
works may be submitted at a fee 
of £20 per work. Online 
submission at www. ukcps.co.uk 
/Iondon201 5. For full details, go 
to www.ukcps.co.uk. 

Exhibition dates: May 6 to 16. 

Closing date for online entries: 
February 11, 

Closing date for postal entries: 

January 28. 

Handing-in: tba 

Contact: If unable to submit online, 
send sae for entry form to Liz 
Ridley, 63 Hilden Park Road, 
Hildenborough, Tonbridge, Kent 
TN1 1 96W. Exhibition queries to: 
Iondon201 5@ukcps.co.uk. 
www.ukcps.co.uk. 

United Society of Artists 

Venue: To be advised. 

Details: Non-members may submit 
2D work in all styles and media; 
some 3D sculpture and ceramics 
accepted, but not photography. 
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Up to six works may be submitted 
at £1 5 per work. Six prizes will be 
awarded in various categories by 
an independent guest judge. At 
the time of going to press details 
had not been finalised. Please 
refer to website for updates: 
www.the-ua.org.uk. 

Exhibition dates: May, tbc. 

Handing-in day: tba. 

Contact: www.the-ua.org.uk. 

Faith in the City 

Venue: Dorset Gardens Methodist 
Church, Kemptown, Brighton 
BN2 1RL 

Details: Op>en exhibition on the 
theme 'Faith in the City - Out of 
the Blue'. Entries do not have to 
be religious but must be suitable 
for display in a church. 2D work in 
all styles and media accepted; 
maximum size 35Mx47Xin 
(90 X 120cm). Poetry can be 
submitted on the same theme, by 
email or on A4 card, ready to 
laminate; send to 31 Arundel 
Drive West, Saltdean, Brighton 
BN2 8SJ. Selected poetry will be 
included in an illustrated book. 
For entry forms for paintings and 
poetry, and submission 
information, email 
FalthlnTheCity.DG@googlemail. 
com. £5 per entry; 1 5 per cent 
commission Is taken on sales. 
Exhibition dates: May 2 to 24, 
weekends only. Weekday parties 
by appointment. 

Handing-in: Paintings: April 13. 

1 1 am to 3pm; Poetry; April 1 . 
Contact: For entry forms and 
Information, email 
FalthlnTheCity.DG@googlemail. 
com, or telephone Shirley Veater 
on 01 273 306003. 

Staffordshire Open 

Venue: Shire Hall Gallery, Market 
Square, Stafford ST16 2LD. 
tt01785 278345 
Details: Competition for artists 
born, living, working or studying 
in Staffordshire. All work should 
be for sale. Up to two works may 
be entered in all media, including 
painting, sculpture, photography, 
film and animation. 

Exhibition dates: May 1 6 to 
July 4. 

Handing-in: April 24 and 25. 

Contact: Application forms can be 
downloaded from: 
www.staffordshire.gov.uk/arts or 
obtained from Shire Hall Gallery, 
address as above. 

Bridgwater Arts Centre 
2015 Open 

Venue: Bridgwater Arts Centre, 
11-13 Castle Street, Bridgwater, 
Somerset TA6 3DD. 
tr 01 278 422700 
Details: Competition open to 
artists, professional and non- 
professional, based in the 
southwest of England. All media 
accepted; up to six works may be 
submitted. Submission fee, £5 for 
first item, £3 for each subsequent 
Item. For full details, go to 



http://brldgwaterarts 

centre.co.uk/gallery. 

Exhibition dates: May 5 to 29. 
Registration deadline: April 25. 
Handing-in: April 28 to May 2, 1 0am 
to 3pm Tuesday to Friday and 
10am to 12.30pm Saturday. 
Contact: Bridgwater Arts Centre, 
address as above. 
www.bridgwaterartscentre.co.uk. 

Society of Portrait Sculptors 

Venue: La Galleria Pall Mall, 30 
Royal Opera Arcade, London 
SW1 4UY. 

Details: The society's annual open 
exhibition, FACE201 5, is open to 
all artists. The initial selection will 
be based on photographs. Up to 
two works may be submitted 
which may be of a head, bust or 
figure, human or animal, in 3D or 
bas relief. Three Images of each 
work to be submitted with entry 
form by email, or download entry 
form and post with qood-quality 
images either on a CD or as 
printed photographs to the 
address below. Prizes include 
£1 ,000 award for best three- 
dimensional human portrait; £500 
Tiranti Prize for best exhibit from 
a portrait sculptor aged 30 or 
younger; £500 Olin-Stones Award 
for best portrait relief sculpture; 
£500 Heatherley Prize for the best 
three-dimensional human 
portrait, runner-up; Talos Award 
of a casting in bronze for best 
non-member newcomer. Entry: 
£30 per work for those aged 31 
and over on March 24, or £20 per 
work for those aged 30 and 
under. 

Exhibition dates: May 1 8 to 23. 

Entry deadline: February 13. 
Handing-in: March 24. 

Contact: Download entry forms, 
which include details of how and 
where to submit exhibits, from 
www.portrait-sculpture.org. 

Or contact Robert Hunt, Honorary 
Secretary, Society of Portrait 
Sculptors, 50A Hyde Street, 
Winchester, Hampshire S023 7DY; 
1x01962 860904 



Hertford Open 

Venue: Cowbridge Halls, 
Cowbridge, Hertford 
Hertfordshire SGI 4 1 PG. 

Details: 63rd annual open 
exhibition. Any media accepted, 
excluding photographs; up to six 
2D or 3D works may be 
submitted. All works must be 
labelled according to the 
instructions on the submission 
form. Works for hanging must be 
in appropriate frames with strung 
'D' rings on the reverse. £5 
submission fee per artist and £3 
handling fee per work. Prizes 
include best abstract, best work in 
show, best 3D and best 
watercolour. 

Exhibition dates: May 3 to 1 6. 
Handing-in day: April 25 at 
Cowbridge Halls. Unaccepted 
work must be collected 3-4.30pm 
on the same day. 

Contact: Download entry forms 
and see full details on website: 
www.hertfordartsociety.co.uk/ 
calendar/annual-open-exhibition, 
or contaa exhibition secretary: 
janet.benge@talktalk.net. 

JUNE 

Wildlife Artist of the Year 

Venue: Mall Galleries, The Mail, 
London SWl 
1x020 7930 6844 
Details: The David Shepherd 
Wildlife Foundation (DSWF) open 
exhibition for entrants aged 1 7 
and over on February 1 3, 201 5. A 
maximum of five works may be 
submitted, completed within the 
last five years; works made prior 
to February 1 3, 2010 cannot be 
entered. All works must be for 
sale. Cost, £25 per work; £1 0 for 
Young & Wild and Silver artists. All 
media accepted except 
photography, film and digitally 
created images. Works must be 
submitted in one of the following 
categories: Endangered Wildlife; 
Wildlife in 3D; Wildlife in 



Monochrome; Wildlife Portraits; 
Wild World; Original Prints; 
Contemporary Wildlife; Young 
and Wild - for entrants aged 1 7 to 
25, covering all above categories; 
Silver Artist - for artists over the 
age of 60, covering all above 
categories. First prize, £10,000; 
second prize, £1,000; The Artist 
Magazine Award, selected by the 
editor, of a feature in the 
magazine; remaining category 
winners will receive £500 each. 
Online digital pre-selection 
process, or download and print 
entry form and post with good 
quality photographs or images on 
CD. See the website for full 
details; www.davidshepherd.org. 
Exhibition dates: Summer 201 5. 
Submissions deadline: February 13. 
Contact: Entry forms can be 
downloaded from: www.david 
shepherd.org, or contact David 
Shepherd Wildlife Foundation, 
Saba House, 7 Kings Road, 
Shalford, Guildford, Surrey 
GU48JU. 

1x01483 272323 

Welsh Artist of the Year 

Venue: St David's Hall, The Hayes, 
Cardiff CFIOISH. 

Details: Annual competition open 
to artists aged 18 and above 
living or working in Wales or of 
Welsh descent living in the UK. 
Paintings, drawings, original 
prints (including photography 
and digital images), ceramics, 
sculpture, wood, textiles, glass 
and jewellery are accepted; one 
entry only. Reception points 
across Wales, and in London and 
Bristol. NOTE: At the time of going 
to press, 201 5 details were not 
available. Please contact the 
organiser by telephone for more 
information - see below. 

Exhibition dates: June to August, 
tbc. 

Dosing date for entry: tba. 

Handing-in day: tba. 

Contact: For more Information 
contact Ruth Cayford: 
rcayford@cardiff.gov.uk; for entry 




Jamel Akib Pull, oil, 24X48in (61 X 122cm). 

Winner of the Charles Pear Award for the most promising work by a non-member from the Royal Society 
of Marine Artists' exhibition, 2014 
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form send an A5 sae to Ruth 
Ca^ord, Exhibitions Officer, St 
David's Ha El, address as above; 
wfWw.5tdavidshallcardiff.co.uk. 

® 029 20S7 8706 

The /lrr/sf and Leisure 
PamterOpen ArtCampetition 
2015 in partnership with 
Patchings 

Ventie: Patchings Art Centre. Oxton 
Roadj Calverton, 

Nottinghamshire, 

^0115 965 3479 

Details: Organised by TTre Arfisf and 
Leime Pdnter in partnership with 
Patchings Art Centre, The 
exhibitionjn two separate 
categoriesjs open to all 
professional and amateur artists; 
any 20 media accepted. Prize 
awards worth over £1 7.000 
induding TTieArfisf Purchase Prize 
up to £5,000. Selected and 
add iti ona I high iy com mended 
works are also shown on the 
Patchings Art Centre website, 
with a People's Choice prize. 

Up to three works may be 
submitted for either category; just 
one work will be accepted for 
exhibition in theTeisyre Painter 
category, maximum size (framed) 
475^X59inO20X15Ocm). Entry 
fee of £16 per artist covers three 
works. Entries to be submitted 
online via www painters- 
online.co.uk or send photos or 
prims with the coupon. Full 
details and entry form on pages 
30 -^ 31 , 

Exhibition datas: June 5 to July 20. 
Submissions deadline: March 27. 
Contact; Entry coupons and full 
details appear in the January 
(pages 30-3 IL February and 
March issues of The Arfisf and 
Leisure Painter magazines (to 
order, phone 01580 765673), 

BP Portfait Award 

Venue: National Portrait Gallery, 

St Martin's Place, London 
WC2H OHE, 
u 020 7306 OOSS 
Details: Competition aimed at 
encouraging artists to focus on 
and develop portraiture within 
their work. First prize £30.000 plus 
a commission worth £5,000; BP 
Travel Award open to all entrants; 
ESP Young Artist Award for th e 
best portrait painted by an artist 
under 30, Entrants must be aged 
over 1 8, but there is no upper age 
limit. Open to artists from around 
the world. One entry per person, 
cost £38. Digital selection in first 
instance. See website for full 
details. 

Exhibition dates: June 18 to 
September 20. 

Oosingd^efbretmy: February 3. 
{ontactt Entry forms available 
online at www, npg.org. uk/bp. 

Royal Academy Summer 
Exhibitton 

Vemie: Royal Academy of Arts, 
Piccadilly, London WlJ OSD, 
n020 73005939/5969 
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Details; Established in 1 769. the 
annual Summer Exhibition is the 
largest open submission exhibition 
in the world. Valuable prizes 
include the £25,000 Charles 
Wollaston Award, Up to two works 
may be submitted; handiing fee, 
£25 per work, The initial round of 
selection will be from digital 
images. 

Exhibition dates: June 8 to 
August 16. 

Submission deadiinsT February H,tbc. 
Receiving days: Glazed works, 
watercolours, prints, drawings etc: 
April 11-14: ungEazed work soils, 
acrylics and 2D works not under 
glass, April 1 S and 1 6; sculpture: 
April'30, all dates tbc. 

Contact: The call for entries, which 
incorporates the registration form, 
is available from January 6; see 
www.royalacademy.org ,uk. 
n 020 7300 5969/5929 

Not the Royal Academy 

Venue: Llewellyn Alexander Gallery, 

1 24-126 The Cut Waterloo, 

London SEl 3LR 
®020 7620 1322/4 
Details; The 25th year of this annual 
sdoa des refuses exhibition of 
paintings: oils, watercolours, 
pasteis and drawings. Work must 
have been submitted to the 
current Royal Academy Summer 
Exhibition and be for sale. 

Paintings should be framed to a 
high standard; metal frames not 
acceptable. On-the-spot selection 
by the directors of the gallery. 
Exhibition dates; June to August, tba. 
Handing-Jn days; Late May-early 
June, tba. Dates depend on when 
works maybe collected from RA. 
Artists may be able to collect work 
before above dates, so please 
contact the gallery, 

Cofitad: Diana Holdsworth or 
Nicholas Dawlon, address as 
above. 

St Barb« Open 2014 

Venue: St Barbe Museum & Art 



Gallery, New Street, lymington, 
HamsS0419BH, 

TT01590 676969 

Details: 1 6th annual open selected 
exhibition of paintings and 
drawings in any medium, created 
since January 2009. Up to two 
works may be submitted, tbc. 
Prizes include the Clarke Willmott 
Award, £250; the Mackenzie and 
Mackenzie Award. £200; Mary 
Symons Memorial Award for the 
best print, £250, the Beaulieu Fine 
Arts Award, £50 worth of framing 
for the best work by a non- 
professional artist. Entry fee, £5 
per work, £2.50 for full-time 
students, tbc. A commission of 35 
per cent will be taken on sales. 
Exhibilioit dates: June to July, tbc. 
Hartding in days: June, tbc 
Contact: Please see website for full 
details www.stbarbe- 
museum.org.uk. 

01590 67696, 

New English Art Club (NEAC] 

Venue: Mall Galleries, The Mall, 
London SW1. 

7t020 79306844 

Details: Paintings, drawings, pastels 
and original framed prints 
accepted, not sculpture. Work 
submitted must have a concern 
for concept, allied to craft, as this 
is integral to the artist's pathway 
and career. Many prizes and 
awards. Up to six works may be 
submitted, up to five may be 
selected. All work to be submitted 
online for preselection at 
www.reg i strationmallgal leries.org. 
uk. Entry: £15 per work; under- 
35s, £10 per work. Works must 
have been completed in the last 
two years and must not have been 
previously exhibited In London. 
Minimum price £300, unframed 
prints, £120. 

Exhibition dates: June 1 9 to 27, 
Registration deadline: March 13, 

12 noon. 

Handing in days: April 18, iDam 
to 5pm. 



Contact: Full terms and conditions 
from: www.mallgalleries .org.uk. 

Chelsea ArtSaciety 

VHiue: Chelsea Old Town Hall, 
King's Road, Chelsea, London 
5W3. 

Details; 67th annual open 
exhibition, showing work in all 
media: paintings, prints, drawings 
and sculpture. Prizes for different 
categories of work. Up to three 
works may be submiued; 
submission fee. £10 per work. 
Exhibitrcin dates: June 1 5 to 22. 
Handing in day: June 15, S.30am to 
3pm, tbc. 

Contact: Entry forms should be 
available from May. To obtain 
forms, email Heather Wills- 
Sandford, Honorary Secretary, at: 
chel seaaftsociety @g ma i l.com. 

If you do not have access to email, 
write to the Honorary Secretary at 
Chelsea Art Society, 50 Bowerdean 
Street, London SW6 3TW. 
w w w.chel seaartsoci ety.org uk . 
n 020 7731 3121 

Derbyshire Open 

Vhiup: Buxton Museum & Art 
Gallery, Terrace Road, Buxton, 
Derbyshire SK17 60A. 

Details: Open exhibition for 
amateur and professional artists 
of all ages. Up to two works on a 
Derbyshire theme may be 
submitted, entry is free. Top prize 
worth £750 and work usually 
acquired for the museum's 
collections. 

Exhibition dates: June 27 to 
September 4. 

Handiny in day: June 1 2 to 1 3. 
Contact: Entry forms should be 
available early April. Send A5 sae 
to address above. 
www.derbyshire.gov. 
u k/l eisure/buxton_m useum 
« 01629 533540 

Society of Women Artists 
V^ue: Mall Galleries, London. 
7s020 79306844 



Details: 1541 h annual exhibition, 
open to non-members. Up to four 
works may be submitted in many 
media, both wall hung and three- 
dimensional. Entry fee is £14 per 
work, £7 for young artists. Major 
new prize: President's £2.000 
Award, also a special prize for a 
young artist {age limit 35) and The 
Artist Editor's Choice Award. 

Works may be submitted digitally 
for pre-selection. For full details, 
see www.soclety-women- 
artS 5 ts.org.uk. 

Exhibitioci dotes: June 5 to 13. 

Digital submisslDns deadline: March 
26 

Handing-in day: April 25, 10am 
to 5pm. 

Contact: For entry forms email 
Rebecca Cotton at 
rebeccacotton s wa@g ma i Icom; 
n 0752 8477002. 

JULY 

Tabernacle Art Competition 
and Exhibition 

Venue: Museum of Modern Art 
(MOMA). Wales, YTabernacle, 

Heoi Penrallt, Machynlleth, Powys 
SV208AJ. 

» 01 654 703355; 
fax 01654 702160 
Details: One entry per person on 
the theme The universe is full of 
magical things patiently waiting 
for our wits to grow sharper! The 
theme for under- T8s is 'Magi cal 
things under the magni lying 
glass'. Art com petition packs will 
be available from February. Two- 
dimensional works in any media 
are accepted, plus low-relief 
collages provided that these are 
contained in a frame and can be 
wali-mounted Entry fee: £10 for 
adults, £3 for under- 1 8s, tbc. Work 
must be for sale. The exhibition 
coincides with the Machynlleth 
Festival. 

Exhibition dates: July 1 1 to 
September 3. 

Handing-in days: June 29 to July 3, 
lOam to 4pm, 

Contact: To apply for the 
competition pack, telephone 
01654 703355; or email 
info#moma wales.org.uk with 
your postal address, 
ww w.moma wates.org.u k. 

Clifton Arts Club 

Venue: Bristol School of Art, 

Queens Road, Clifton, Bristol. 
Details: Open exhibition of original 
works of art. Non- members may 
enter up to four works. Prizes 
include £350 CAC prize for 
exceitence; £100 CAC prize, and 
£50 student's prize. At the time of 
going to press most details stiil 
had to be confirmed; please check 
website for updates. 

Exhibition dates: July-August. 
Handing-in day: July 15. 

Coniart: Download details and 
entry form from; www.diftonarts 
dub.co.uk; http://cliftonartsdub. 
weebly.com.Or send sae to 




Catherine Davison The Craggs at Dawn (from Caiton HUi), oil on canvas. 8J4X 14J4in (21 X36m), 
Winner of the Lynn-Painter Stainers Pr ize 2014 
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Submissions Secretary, Clifton 
Arts Club. 1 2 Ridgeway Road, 

Long Ashton, Bristol BS41 9EU. 

Guild of Aviation Artists 

Venue: Mali Galleries, The Mall, 
London SW1. 
tr020 7930 6844 
Details: The 45th Aviation Painting 
of the Year annual summer 
exhibition. Any aviation subject 
accepted, modern and historical, 
In any hand-applied medium 
Including sculpture. Up to four 
works may be submitted for a fee 
of £35. Awards and trophies 
include a £1,000 Aviation Painting 
of the Year Award and the £1,000 
ftyPast Fellows Award for 
Excellence. Submission at the Mall 
Galleries. 

Exhibition dates: July 20 to 26. 
Handing-in day: May 1 0. 

Contact: Entry form and submission 
details available to non-members, 
on receipt of £5 from The 
Secretary, Guild of Aviation 
Artists, Trenchard House, 85 
Farnborough Road, Farnborough, 
Hampshire GUM 6TF; 
admin@gava.org.uk; 
www.gava.org.uk 
001252 513123 

NEWA: National Exhibition of 
Wildlife Art 

Venue: Gordale Garden Centre 
Gallery, Burton, Wirral CH64 8TF. 
Details: A selected exhibition open 
to both professional and amateur 
artists. Up to four 2D and 30 
works, depending on size, may be 
submitted on the subjea of 
wildlife. All work must be for sale. 
Art materials and monetary 
prizes. Entry fee, £36; commission 
of 30 per cent on sales. Collection 
points around the UK. NEWA 
supports wildlife causes. 

Exhibition dates: July 1 7 to 
August 2. 

Gosing date: Registration deadline: 
Junes. 

Handing-in: Personal delivery July 7 
and 8; earlier from collection 
points. 

Contact: Registration forms 
available from www.newa-uk.com 
or from Dennis Oakes, NEWA, 3 
Brian Avenue, Irby, Wirral CH61 
3UX. 

w 07748 533 448 

Royal Birmingham Society of 
Artists' Portrait Prize Exhibition 

Venue: RBSA Gallery. 4 Brook 
Street, St Paul's, Birmingham 
B3 ISA. 

tr0121 2364353 
Details: Artists working in all types 
of portraiture, except 
photography, may enter. Please 
consult the application pack for 
details of prizes, fees and full 
terms and conditions. 

Exhibition dates: July 16 to 
August 22. 

Submissions deadline for entry forms: 
May 27. 

Handing-in: July 12. 

Contact: For application pack send 
sae to RBSA Gallery, address as 
above; email rbsagallery@rbsa. 
org.uk; www.rbsa.org.uk. 



AUGUST 

National Eisteddfod of Wales 
Visual Arts Exhibition 

Venue: Millennium Coastal Park, 
Llanelli. 

Details: Open to those born in 
Wales or who have one parent 
born in Wales or any other person 
who has resided or worked in 
Wales for the three years prior to 
the Eisteddfod dates or any 
person able to speak or write 
Welsh. A mixed exhibition of 
contemporary fine art and 
applied art. Awards include the 
Gold Medal for Fine Art plus 
£5,000, and the Gold Medal for 
Craft and Design plus £5,000 and 
the Young Artist Scholarship of 
£1 ,500. Entry £20; up to six jpgs 
may be submitted. 

Exhibition dates: August 1 to 8. 
dosing date for entries: March 1. 

Contact: Robyn Tomos, Eisteddfod 
Office, 40 Parc Ty Glas, Llanishen, 
Cardiff CF145DU. 
tt0845 4090 300 
www.eisteddfod.org.uk. 

National Fine Art Open 
Competition 

Venue: Granary Art Gallery, Weston 
Park, near Shifnal, Shropshire. 

0 01952 852130 

Details: Open competition, now In 
its fifth year. Up to four works may 
be submitted digitally as JPEGS 
on a CD, or by email. Alternatively, 
printed photographs may be 
posted. A maximum of two 
images per work. First prize 
£2,000; Shropshire/Staffordshire 
Artist's Prize. £500; People's Prize, 
£200; Junior Prize (under 16) of 
high-quality art materials from 
Studiocraft. 

Exhibition dates: August 5 to 30. 
Gosing date for registration: end June. 
Handing-in day:tba. 

Contact: Full details, and download 
application form from: 
www.weston-park.com; Chris 
Madeley, Weston Park Enterprises, 
Weston-under-Lizard. near 
Shifnal, Shropshire, TFl 1 8LE. 

Clevedon Art Club 

Venue: The Science Block Atrium, 
Clevedon Community School, 
Valley Road, Clevedon, Somerset, 
Details: 59th open exhibition of 
circa 300 works. Open to all artists 
working in any media except 
digital. Up to four paintings and 
or sculpture may be submitted, 
tbc. Details to be finalised. 
Exhibition dates: August 22 
to 31. 

Handing-in days: August, 16, 10am 
to 4pm, tbc 

Contact: Entry details will be 
available from the website: 
www.clevedonarlclub.co.uk, or 
contact Colin Campbell, 
o 01 934 838520. 

SEPTEMBER 

Come Outside! 

Venue: Bridgwater Arts Centre, 
11-13 Castle Street, Bridgwater, 



Somerset TA6 3DD. 
tr 01 278 422700 
Details: Piein-air open painting 
competition run by Chandos 
Society of Artists and the 
Bridgwater Arts Centre. Entrants 
will paint in Bridgwater, Taunton, 
Glastonbury and surrounding 
area on three days in the summer. 
Work will be exhibited and 
judged in September with the 
John Allen Prize being awarded. 
There will be a 30 per cent 
commission on sales. 

Exhibition dates: September 8 to 
October 2. 

Closing date: end August, tbc 
Contact: Check website for details: 
www.chandossociety.wordpress. 
com; www.bridgwaterarts 
centre.co.uk. 

Threadneedle Prize 

Venue: Mall Galleries, The Mall, 
London SWl . 
tr020 7930 6844 
Details: Promotes excellence in 
representational art. Prestigious 
prizes. Experienced and emerging 
artists are encouraged to submit 
works that are strong and topical 
observations of the world. 
Acceptable media are painting, 
sculpture and original prints. The 
exhibition is selected by a panel 
of curators and media arts 
commentators, with the public 
choosing the winner. Artists must 
be aged 18 or over on January 1, 
201 5; a maximum of three works, 
completed after January 1 2014, 
may be submitted. £1 2 per work, 
students £1 0 per work, tbc. 
Entrants must register and upload 
their work online for digital pre- 
selection. All details to be 
confirmed. More information at 
www.threadneedleprize.com. 
Exhibition dates: September to 
October, tbc. 

Registration deadline: tbc. 

Handing-in days: tbc 
Contact: Register online at 
www.threadneedleprize.com. 

Jerwood Drawing Prize 

Venue: Jerwood Space, 171 Union 
Street, London SEl followed by 
nationwide tour. 
w020 7654 0179 
Details: Largest and longest- 
running annual open submission 
exhibition for drawing in the UK. 
Open to professional and non- 
professional artists at any stage of 
their careers. First prize of £8,000; 
second prize, £5,000 and two 
student awards of £2,000 each. 
Regional collealon points. Up to 
three works may be submitted. 
Entry, which is by pre-registration 
only, opens in April. 

Exhibition dates: September, tbc. 
Gosing date for registration: June, tbc. 
Handing-in day: late June/early July, 
tbc. 

Contact: Register online via: 
www.jerwoodvisualarts.org, or by 
contacting the Jerwood Drawing 
Prize Coordinator at Parker Harris: 
jdp@parkerharris.co.uk. 

©01372 462190 



New Light 

Venue: Bowes Museum, Barnard 
Castle, Co Durham. 

©01833 690606 

Details: Biennial exhibition open to 
all northern artists producing 
skills-based, wall-hung art. 
Entrants must have been born, 
received an arts degree, or work 
in the north of England. Awards 
include Valeria Sykes Prize, 
£10,000 and Sponsor's Choice, 
£2,500, and a prize for artists 
under the age of 40 to Include 
cash, mentoring scheme and 
exhibition opportunities. 
Exhibition will tour. 

Exhibition dates: Autumn, dates tbc. 
Closing date: tba. 

Contact: Call for entries opens In 
spring 2015. Check website for 
details: http://newlights.org.uk. 

Exeter Contemporary Open 

Venue: Exeter Phoenix, Bradninch 
Place, Gandy Street, Exeter 
EX4 3LS. 

©01392 667058 
Details: All media including 
drawing, painting, sculpture and 
photography. £2,250 in prizes. 
Entry is £20 per artist and a 
maximum of four works may be 
submitted. Finalists will be 
selected by a panel. Full details 
should be available on the 
website from April. 

Exhibition dates: September 1 1 to 
November 1. 

Handing-in days: June, tbc. 

Contact: Application forms will be 
available to download from: 
www.exeterphoenix.org.uk/art; 
address as above. 

Royal Glasgow Institute of the 
Fine Arts(RGI) 

Venue: The Mitchell, North Street, 
Glasgow G3 7DN. 

Details: 153rd annual exhibition 
established 1861 to promote 
contemporary art in Scotland. 
Open to all artists working in 
painting, drawing, printmaking 
and sculpture. Many prizes and 
awards. At the time of going to 
press details had not been 
finalised, so please check website 
for updates: 

www.royalglasgowinstitute.org. 
Exhibition dates: September to 
October, tbc. 

Handing-in days: August tbc 
Contact: Full details will be 
available at: 

www.royalglasgowinstitute.org; 
email: gallery@royalglasgow 
institute.org. 

©0141 248 6386 

Society of Equestrian Artists 
Open Exhibition 

Venue: The Museum of the Horse 
at the Newcastle Arms, Tuxford, 
Nottinghamshire NG22 OLA, then 
tours to Osborne Studio Gallery. 

2 Motcomb Street, London 
SW1X8JU. 

Details: The Horse In Art open 
exhibition. Entry fee: £12 per 
work. Please check the society's 
website for updates. 
www.equestrianartists.co.uk. 
Exhibition dates: September 6 to 1 5 



(Tuxford), September 19 to 26 
(London). 

Submissions deadline: June 29. 
Handing-in: August 2. 

Contact: Secretary, Society of 
Equestrian Artists, 
sec@equestrianartists.co.uk; 
www.equestrianartists.co.uk. 
©03000110185 

Sunday Times Watercolour 
Competition 

Venue: Mall Galleries, The Mall, 
London SWl. 

©020 79306844 
Details: A competition to uphold 
the finest traditions of British 
watercolour painting. Open to 
professional and amateur artists. 
Prizes total £18,000. 

Exhibition dates: September, tbc 
Entry deadline: June, tbc 
Contact: Download entry forms 
from: www.parkerharris.co.uk, or 
send sae to STWC, c/o Parker 
Harris, PO Box 279, Esher, Surrey 
KT108YZ; 

watercolour@parkerharris.co.uk. 
©01372 462190 

Rugby Football Open 

Venue: Venue: Rugby Art CSallery and 
Museum, Little Elborow Street, 
Rugby CV21 3BZ. 

©01788 533201 
Details: Open exhibition themed 
around rugby football, to celebrate 
the rugby world cup, as part of the 
Festival of Rugby Football. Artists 
are invited to submit existing 
artworks that are about rugby 
football or create new works in 
response to this theme. Entrants 
must be aged 16 and over on 
March 28, 201 5 and comply with 
one of the following criteria: be a 
member of one of the established 
Rugby artist groups; currently 
studying or have studied In the 
Rugby borough; live in, or occupy a 
studio within a 1 5-mile radius of 
Rugby Art Gallery & Museum. Two 
works may be submitted, in the 
form of paintings, sculpture, 
drawing, print, photography, 
film/video and craft. Performance 
and installation are not acceptable. 
There Is no submission fee. 

Exhibition dates: September 1 2 to 
January 9. 

Application deadline: March 28. 
Handing-in days: tba. 

Contact: Download submission 
forms and full conditions from 
www.ragm.org.uk. 

Society of Wood Engravers 

Venue: Touring exhibition. 

Details: 78th annual exhibition open 
to all forms of relief printmaking. 
Up to two unframed works may be 
submitted, fee £40 for one work, 
£45 for two. 

Exhibition dates: From September 
2015, tbc. 

Handing-in day: Early July, tbc 
Contact: Application forms will be 
available to download from: 
www.woodengravers.co.uk. 

South West Academy of Fine and 
Applied Arts 

Venue: St Stephen's, High Street, 
Exeter, Devon EX4 3LN. 
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Details: Sixteenth annual open 
exhibition for artists from the 
southwest region of England. All 
media will be considered and up to 
three works may be submitted, tbc. 
Prizes and awards to Include new 
Young Artist's Award. Digital 
submission. 

Exhibition dates: September 28 to 
October 3. 

Submissions deadline: August, tbc 
Contact: Conditions of entry and 
submission forms will be available 
to download from 
www.southwestacademy.org.uk, or 
send sae to South West Academy 
of Rne and Applied Arts, 42 The 
Square, Chagford, DevonTQ13 
8AH. 

OCTOBER 

Society of Graphic 
Fine Art 

Venue: The Menier Gallery, 51 
Southwark Street, London SET . 
tr 020 7407 3222 
Details: DRAW 1 5, the 94th annual 
open exhibition of contemporary 
and traditional drawings, paintings 
and prints showing evidence of 
drawing by hand. Many prizes 
awarded. Non-members can 
submit up to four works of which 
three may be selected, but check 
website for confirmation: 
www.sgfa.org.uk. Entry cost £12, 
plus £10 for each work accepted, 
prices tbc. 

Exhibition dates: October 5 to 1 7. 
Application deadline: August 7. 
Handing-in days: London, late 
September; Birmingham, Bristol, 
Cardiff and Norwich tba. 

Contact: See website for full details 

www.sgfa.org.uk; 

enquiries@sgfa.org.uk. 

Royal Society of Miniature 
Painters, Sculptors and Gravers 

Venue: Mall (Galleries, The Mail, 
London SWl. 
tr020 79306844 
Details: Annual open exhibition of 
miniature art. Up to five works may 
be submitted. 

Exhibition dates: October 13 
to 25. 

Handing-in day: October 4. 

Contact: 89 Rosebery Road. Dursley, 
Gloucestershire GL1 1 4PU; for 
entry schedule please print from 
website: www.royal-miniature- 
society.org.uk; info@royal- 
miniature-society.org.uk; 

Royal Society of Marine Artists 
(RSMA) 

Venue: Mail Galleries, The Mail, 
London SWl. 

IT 020 79306844 

Details: Submissions of painting and 
sculpture are invited that involve 
the sea and the marine 
environment, for example portraits 
of persons connected with the sea, 
shipping, creeks, wildlife, 
beaches - anything that moves 
with tidal waters. Accepted media 
are oil, acrylic, watercolour, original 
prints of any media, pastels, 
sculpture or drawings. Many 
awards and prizes. A maximum of 



7 ,^ 




Mackte A Summertime Retreat, oil on canvas, 8Jixi3?iin (21 X35cm). 
Winner of the National Open Art Competition, 2014 



six works may be submitted; up to 
three may be selected. All work to 
be submitted online for 
preselection at 

www.registrationmallgalleries.org. 
uk. Entry: £1 5 per work; under-35s, 
£10 per work. Minimum price 
£300, unframed prints £120; 
framed prints from a limited 
edition not exceeding 50, £200. 
Exhibition dates: Oaober 1 4 to 25. 
Registration deadline: July 10, 

12 noon. 

Handing-in days: August 1 5, 10am 
to 5pm. 

Contact: Full terms and conditions 
from: www.mallgalleries.org. uk. 

Society of Wildlife Artists 

Venue: Mall Galleries, The Mall, 
London SWl. 
tr020 79306844 

Details: Any work depicting wildlife 
subjeas is admissible, botanical 
and domestic animals are not. Up 
to six works In oil, acrylic, 
watercolour, drawings, pastel, 
original prints and sculpture may 
be submitted; up to four may be 
selected. Work previously 
exhibited in London is not 
admissible. Prizes include £1,000 
Birdwatch Artist of the Year Award, 
the Curwen Studio Prize and SWLA 
bursaries of up to £750. All work to 
be submitted online for 
preselection at 

www.registrationmallgalleries.org.u 
k. Entry: £15 per work; under-35s, 
£10 per work. Minimum price 
£200, unframed prints £95. 
Exhibition dates: October 29 to 
November 8. 

Registration deadline: August 7, 

12 noon. 

Handing-in days: September 12, 

1 0am to 5pm. 

Contact: Full terms and conditions 
from: www.mallgallerles.org. uk. 

World Illustration Awards 201 S 

Venue: The Terrace Rooms, 

Somerset House, The Strand, 
London WC2. 

Details: The Association of 
Illustrators invites entries from 
illustrators working in any 
medium, context or geographical 
location for their annual 
competition. Work must be 
entered either as a New Talent 
entry or a Professional Entry and 
must have been created during the 
year January 2014-2015. See 
website for full details of 
categories, how to submit work 
and entry fees. 

Exhibition dates: October, then tours 
for 1 2 months from November. 
Submissions deadline: February 9. 
Contact: See full terms and 
conditions and enter online at: 
www.theaoi.com/awards. 
tr020 77591012 

Royal West of England Academy 
Autumn Exhibition 
Venue: Royal West of England 
Academy, Queen's Road, Clifton, 
Bristol BS81PX. 

00117973 5129 
Details: 163rd annual open 
exhibition of works by emerging 
and established artists. Acceptable 



media are painting, printmaking, 
drawing, sculpture, architecture 
and photography. All works must 
be for sale. 

Exhibition dates: October to 
December, tbc. 

Handing-in days: tbc. 

Contact: Apply online at www.rwa. 
org.uk; Royal West of England 
Academy, address as above. 

NOVEMBER 

Royal Scottish Academy Open 
Exhibition 

Venue: The Lower Galleries, the 
Royal Scottish Academy Building, 
The Mound, Edinburgh EH2 2EL. 
tr0131 225 6671 

Details: A selected open exhibition 
of small works sourced by open 
selection from artists across 
Scotland and further afield. 
Includes new paintings, drawings, 
sculptures, prints, photographs, 
film and architecture. At the time 
of going to press details had not 
been confirmed. Full details of 
submissions procedure and dates 
will be updated on the website in 
due course, so please keep 
checking: 

www.royalscottishacademy.org. 
Exhibition dates: tba. 

Submissions deadline: tba. 

Contact: Download entry forms 
when available from: 
www.royalscottlshacademy.org. 
The Royal Scottish Academy Open 
Exhibition, The Mound, Edinburgh 
EH2 2EL 
tr0131 225 6671 

The National Open Art 
Competition 
Venue: Not confirmed. 

Details: Open to all emerging and 
established artists in the UK. Up to 
six paintings, drawings, original 
prints and mixed-media 
constructions may be submitted, 
which must be for sale; a 
commission of 40 per cent is taken. 
£20 per work, tbc. Maximum size 
72X72x4in (183 XI 83X1 0cm). 
Various submission points from 
Scotland to Cornwall. Final 
submission at the Sussex Stands, 
Goodwood Racecourse, Chichester. 
Initial selections made from online 



digital submissions. Details not 
confirmed at time of going to 
press. Check the website for 
updates: 

www.thenationalopenartcompetiti 

on.com. 

Exhibition dates: November, tbc. 
Submissions deadline: July, tbc. 
Handing-in days: Goodwood 
Racecourse: mid-September, tbc 
Contact: Register online at: 
www.thenationalopenart 
competition.com. The National 
Open Art Competition, Chichester 
Art Trust, Graingers, Southbrook 
Road, West Ashling, Chichester, 
West Sussex POl 8 8DN. 
tr 07986 697 693 

EAC Over 60s Art Awards 

Venue: Not decided at time of going 
to press. 

Details: Annual competition that 
provides an opportunity for 
amateur artists over the age of 60 
to showcase their talent and 
creativity. Prizes for beginners and 
more experienced artists, with an 
award ceremony. At the time of 
going to press the organisers were 
unsure whether this competition 
will take place in 201 5. Please 
check the website for details: 
www.eacartawards.org.uk. 

Exhibition dates: tba. 

Submission dates: tba 
Contact: Enquiries to Art Awards 
volunteer Rosalind Barnes. 

« 01242 527434. 
www.eacartawards.org.uk. 

Great Sheffield Art Show 

Venue: The Octagon Centre, 
Sheffield University, Western Bank, 
Sheffield S10 2QU. 

Details: Art show/sale for amateur 
and semi-professional artists of 
over 2,000 paintings. Up to six 
works may be submitted. All work 
must be framed, maximum size 
39XX3914in (1 Xlm), larger work 
subject to consultation. Any media 
accepted, excluding photographs. 
Selection at the Hallam Grange 
Community Centre, tbc Hanging 
fee £4 per work, tbc. Access details 
are provided with application 
forms, which will be available from: 
www.gsas.co.uk. Tickets to the 
private view can also be 
downloaded. 

Exhibition dates: November 26 to 29. 



Closing date for submissions: tba. 
Handing in: tba. 

Contact: The Great Sheffield Art 
Show, 287 Ringinglow Road, 
Sheffield.su 7PZ; 
mikefearne@hotmail.com. 
tr0770 3301075; 01 14 225 9989. 

Cafe Gallery Annual Open 

Venue: Cafe Gallery, Southwark Park, 
London SE16 2UA. 

IT 020 7237 1230. 

Details: For submission 
requirements and updated 
information, please check the 
website on a regular basis: 
www.cgplondon.org. 

Exhibition dates: November to 
December, tbc. 

Submission dates: Early November, 
tbc. 

Contact: Email 
admin@cgplondon.org; 
tr 020 7237 1230 

ING Discerning Eye 

Venue: Mall Galleries, The Mall, 
London SWl. 

IT 020 79306844 
Details: Two artists, two critics and 
two collectors select from an open 
submission, and Invite established 
artists to exhibit. Cash and 
purchase prizes. Maximum size of 
work 20in (51cm) including frame 
or stand. Up to six works may be 
entered, which must be for sale. 
Regional handing-in points. 
Exhibition dates: November, tbc. 
Handing-in days: September, tbc. 
Contact: Download entry forms from 
www.parkerharris.co.uk or send 
sae for entry pack to DE 2014, 
Parker Harris Partnership, PO Box 
279. Esher, Surrey, KT108YZ; 
de@parkerharris.co.uk 
tr01372 462190 

Griffin Art Prize 

Venue: Griffin Gallery, The Studio 
Building, 21 Evesham Street, 
London W114AJ. 

*0208424 3239 
Details: Fourth year of this new 
opportunity for emerging artists, 
supported by Winsor & Newton, 
LIquitex and Cont6 h Paris, 
Competition is open to any UK- 
based artist whose primary activity 
is painting or drawing and has 
graduated with a BA, MA from a 
recognised institution since 2010. 



www.palnters-online.co.uk 
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"t^^aitiSt OPEN COMPETITIONS & EXHIBITIONS 201 5 CONTINUED 



up to four works to be submitted 
at a cost of £1 5, First round digital 
submission only. The judges will be 
looking for excellence and 
innovation In painting and 
drawing. Paintings should not 
exce^l 98xn8in E350X300cm), 
The winner will have sole use of a 
large studio and art materials from 
the supporting brands with which 
to produce work for a one-person 
show at the Griffin Gallery. There 
will also be a small allowance to 
help rneet expenses. Applying 
artists must be eligible to stay in 
the UK until October 2016. Full 
details will be published In May 
2015, so please check website: 
w w w.griffingallery.co.u k. 

Exhibition dat«: shortlist exhibition, 
November, 2015; one-person show 
Oaober 2016. 

Registration deadline: late August, tbc 
Contact: The Griffin Gallery, address 
above; applications must be made 
online at www.griffinartprize.co.uk. 

DECEMBER 

Royal Institute of OH Painters 
(ROD 

V«nue:Mall Galleries Jhe Mall, 
London SWT 
1T020 79306B44 

Details: Oil paintings, or paintings In 
acrylics framed as oils are 
accepted. Numerous awards and 
prizes. Up to six works may be 
submitted, up to four selected. All 
work to be submitted online for 
preselection at 

www.registrationmallgallerles.org.u 
k. Regional handing In points. 
Entry: £15 per work; under-35s, £10 
per work. 

Minimum price £300, all works 
must be framed. 

Exhibition dates: December 2 to 1 3. 
Registration deadline: August 28. 

1 2 noon. 

Handing-in days; October 3, IQam 
to 5pm. 

Contact: Full terms and conditions 
from: wwwmatlgalEeries. org.uk. 

Bridgwater Arts Centre 
Art for Giving 

Venijo: Bridgwater Arts Centre, 

11-13 Castle Street, Bridgwater, 
Somerset TA6 300. 

01273 422700 

Details: An exhibition that offers a 
solution to Christmas present 
problems. Open to artists, 
professional and non-professional, 
based in the southwest of England. 
All media accepted and up to three 
works may be submitted. 
Submission fee, £5 for first item, £3 
for each subsequent item. A 35 per 
cent commission taken on sales. 
Buyers take works at the time of 
purchase. 

Exhibition dates: December 1 to 8. 
Handing in: November 24 to 28, 

1 0am to 3 pm Tuesday to Friday 
and 10am to 1 2.30 pm Saturday, 
{ontact: Check website for details: 
WWW. b ridg watera rtscentre.co.uk. 



Shenzhen International 

Details:lrktematlonal biennial 
watercolour exhibition to be held 
at the Shenzen Art Museum, 
Guangdong, China, then touring. 
Awards of over £50,000. 

Exhihiiion dates: December 5, 201 5 
to January 10, 2016. 

RegistratiiHT deadline: July 10, 2015. 
Contact; Prospectus available after 
April 1, 20 IS, To enter, visit: 
ww w.shenzhenbiennia Lcom . 



BIENNIALS 

and other open 
exhibitions and 
competitions to look 
out for in 2016. 
Note: some 2016 
lompetitions have 2015 
submission deadlines 



The Royal Scottish Society of 
Painters in Watercolour(RSW) 

Venue: The Royal Scottish Academy 
Building, The Mound, Edinburgh 
EH2 2EL. 

Details: 1 35th annual winter 
exhibition of the Royal Scottish 
Society of Painters in Watercolou r. 
Works In water-based media only. 
Up to four works maybe 
submitted at a cost of £1 0 per work 
plus £30 hanging fee per work, tbc. 
Prizes and awards. Pat ron: HRH The 
Prince Charles. Duke of Rothesay. 
Charity No: SC007247. Note 
schedules are not downloadable 
from website. 

Exhibition dales: January 2016, tbc. 
Handing-in: December 2015. tbc. 
Contact: Schedules and labels 
available in autumn 2015, tbc. 

Send C5 sae to The Royal Sconish 
Society of Painters in Watercolour, 

5 Oswald Street, Glasgow G1 4QR 
IT 01 41 248 7411. 

Royal Cambrian Academy Open 
Exhibition 

Venue: Royal Cambrian Academy, 
Crown Lane, Conwy LL32 8AN. 

IT 01492 593413 
Details: Open exhibition for all 
media, including painting, 
sculpture, ceramics and 
photography. No age limit. Up to 
two works may be submitted. 

Entry fee £1 0 per work, tbc. See 
website for full details. 

Exhibition dates: January to February 
2016, tbc. 

SubmEssiorts deadlint: December 
2015, tbc. 

Contact: Royal Cambrian Academy, 
address as above. Entry forms will 
be available to download from: 
www.rcaconwy.org. 

Royal Society of British Artists 
(RBA) 

Venue: Mall Galleries, The Mall, 



London SWl. 
a 020 7930 6844 
Details: Annual open exhibition of 
works That show high standards of 
skill, expresston and concept of 
draughtsmanship. All media are 
acceptable, including sculpture 
and original prints. Many prizes, A 
maximum of six works may be 
submitted, three of which can be 
original framed prints; a maximum 
of four works will be selected. All 
work to be submitted online for 
preselection at 

www.reg i straticmmallgal ler ies.org. 
uk. Entry: £15 per work; under-3Ss, 
£10 per work, tbc. 

Minimum selling price: £300 per 
work, tbc, unframed prints. £120. 
tbc. 

Exhibition datei: March 2016, tbc. 

Entry deaJino: December 201 5, tbc 
Handinp^n: January 2016, tbc. 

Contact: Full terms and condlTions 
available from: 

www.marigalleries.org.uk/british. 
bt020 7930 6844 

Pastel Society (PS) 

Venue: Mall Galleries, The Mall, 
London SWl. 
a 020 7930 6844 

Details: The Pastel Society seeks the 
best in contemporary pastel, 
combining traditional skills with 
creative originality. Acceptable 
media are pastels Including oil 
pastels, charcoal, pencil, Com^, 
sanguine or other dry media. Many 
prizes and awards, including Caran 
dAche Sponsor's Award and 
£5,000 Zsuzsi Roboz Prize for 
artists under the age of 35. Artists 
must be aged 18 or over. Up to six 
works may be submitted; up to four 
may be accepted. Minimum price: 
£300, all works must be for sale. All 
work to be submitted online for 
preselection at 

www.reg i strationmallgal leries.org. 
uk. Regional handlng-in points. 
Entry: £15 per work; under-35s, £10 
per work, tbc. 

ExhibltiDD dates: February to March 
2016, tbc 

R^lstration d^diint: December 
2015, tbc 

Handing-in day: January 2016. tbc 
Contact: Full terms and conditions 
available at: www.mallgalleries. 
org.uk, 

Lynn Pa inter-Stainers Prize 

Venue: Mall Galleries, The Mail. 
London SWl. 
bt 020 7930 6844 
Details: Annual prize to highlight 
and encourage the skills and 
techniques involved in creating 
representational painting, with a 
strong focus on paintings created 
from direct observation. Open to 
artists born or resident In the UK. 
Prizes total £30,000, with a first 
prize of £l 5,000. five runners-up 
prizes and a Young Artist award. Up 
to four original paintings may be 
submitted. Entry is now online at: 
www.lyn npa i ntersta i nersprize.org. 
uk. Handing-in at the Mall 
Galleries, London, with regional 



collection points throughout the 
UK, 

Exhibition datei: January 2016. 
Submlsstons deadline: December 2015, 
Contact: Enter online via 
w w w.lynnpai nterstai nersprize. 
org.uk, or send SAE for entry pack 
toLPS 2016, Parker Harris 
Partnership PO Box 279, Esher, 
Surrey, KT1Q8VZ; email: 
Ips^parkerha rrls.co.u k; 

TT 01 372 4621 90 

ler wood Makers Open 

Venue: Jer wood Space, 171 Union 
Street. London SE1, and on tour. 
e 020 7654 0179 
Details: A £37.500 exhibition and 
commissioning opportunity from 
Jerwood Visual Arts DVA) designed 
to showcase new work by 
emerging artists working in the 
applied arts. Five commissions of 
£7,500 will be awarded to artists by 
an independent selection panel. 
Entry is via online application. All 
details tbc. 

Exhibition datei: tbc. 

Entry deadline: tbc. 

Cdmact: Enter online at: 
www-jerwDodvJSualarts.org. 
n 01372 462190 

john Moores Paintmg Prize 

Venue: The Walker Art Gallery, 
William Brown Street. Liverpool, 

L3 8EL. 

nOlSI 47B4199. 

Details; Biennial open exhibition 
open to artists working with paint. 
Entries must be original new or 
recent paintings within a set size, 
designed to hang on walls. No 
preference given to levels of 
experience or particular pratices of 
painting. First prize, £25,000, four 
prizes of £2,500 and Visito r's 
Choice prize of c£2,000. Entry fee, 
£25 per artist, tbc Full conditions 
at www.liverpoolmuseums.org.uk, 
Exhibitton datei: September to 
November 2016, tbc. 

Submissions deadline; January 2015. 
tbc. 

Contact: Register online at 
www.liverpoolmuseums.org.uk or 
by post. Forms are available from 
The Walker Art Gallery, William 
Brown Street Liverpool. L3 BEL 

Jerwood Pamting Fellowships 

Venue: Jerwood Space. 1 71 Union 
Street, London SEl, and on tour, 

D 020 7654 0179 

Details: Three outstanding pairvters 
will be awarded a bursary of 
£1 0,000 and one year of critical 
and professional development 
support from mentors. During the 
Fellowship year each artist will also 
work towards a body of new work, 
which will be exhibited as part of 
the Jerwood Visual Arts 
programme at Jerwood Space, 
London, before touring within the 
UK. Online entry only. 
Exhihitf<nidates;2016,tba. 

Entry deadline: February 201 5, tba. 
Contact: Enter online at 
www.jerwoodvisualaris.org, or by 
contacting the Jerwood Painting 



Fellowships Coordinator at Parker 
Harris: jpf@parkerharris.co.uk 
ir 01 372 4621 90 / 01386 853739 

Rugby Open 

Venue: Rugby Museum and Art 
Gallery, Little Elborow Street, 
Rugby CV21 30Z, 

« 01 788 533201 

Details: Anr^ual exhibition for artists 
living and/or working within 15 
miles of the art gallery. Up to three 
original works (tbc), created no 
earlier than one year before the 
exhibition, can be entered. 
Acceptable media are painting, 
sculpture, drawing, print, 
photography, film/video and craft. 
Performance and installation are 
not acceptable. Fee, £5 per work, 

£1 2 for three works, tbc Prizes and 
awards, 

Exbibiticiri; dates: 2016, tbc. 

RegistratiDii deadline; late November 
2015, tbc. 

Contact: Check website for details: 
www.ragmi.org.uk. 

1x01788 533201 

Derwent Art Prize 

Details: Cumberland Pencil 
Company's open competition for 
works created In pencil. Prizes and 
awards. Exhibition, now biennial, 
to be held in 2016, 

Broadway Arts Festival Open 

Vmue: Little Buckland Gallery, Little 
Bucktand, Broadway, Worcs WR12 
7JH. 

« 01 386 853739 

Details: Open competition as part of 
Broadway Arts Festival 2016. Up to 
two entries may be submitted. 
Prizes include £1,000 John Singer 
Sargent Prize, £500 Best Local 
Artist Prize and £250 worth of 
framing Visitors' Choice Prize. All 
details tbc. 

Exbibiti«i dates: May 2016, tbc. 

Oosing date; April 2016. tbc. 
Kanding-in day: tba, 

Contact: Download registration form 
from www.broadwayarts 
festlval.com/competitlonand send 
to Arabella Kiszely, Little Sue kland 
Gallery, Little Buckland, Broadway, 
WorcsWR12 7JHoremailto 
ajkiszeiy@aol.com. 

« 01 386 353739 



Abbreviation 

tbc = to be confirmed 

tba ^ to be advised 



DATE CHANGES 

Information was 
correct at time of going 
to press but details and 
dates may change; 
please check with the 
organisers 
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Shopping for subjects 

Felicity House says that shops provide a subject within a subject - 
from the fapade and the passers-by outside to the shop assistant behind 
the counter and the customers within. All provide colour, interest and 
action that is perfect for interpreting in pastel 



I 've always liked shops as subject 
matter; there is usually an attractive 
arrangement within a shop window 
frame to entice customers. Many artists 
have enioyed painting this local 
narrative subject - you only have to 
look at the intimate shop windows and 
small corner shops painted by Whistler 
and Walter Sickert. But the once 
familiar specialist shops depicted by 
August Macke, Isaac Israels and Eric 
Ravilious are now few and far between. 
Individual shops are fast disappearing; 
several I’ve noted as worthy of painting 
have closed before I've had the 
opportunity. The idea of recording 
them appeals, so action Is required. 



Approach 

I always work on location in front of the 
subject, as it is important to observe 
carefully, to edit intuitively and dwell 
on what particularly interests me. 
Enjoying the challenge of a complex 
array of goods and working to a time 
limit encourages spontaneity and a 
loose approach. Le Comptoir de Lite de Re 
(above) had to be worked In one 
afternoon session as there's no doubt 
the arrangement of pavement goods 
would have been different the following 
day. The lively marks indicate an 
urgency to complete the work before 
the shop closed. 



▲ Le Comptoir de Ulle de Re, pastel, 
1534X1814in (40X46cm). 

This was in full sunshine with a super dark 
interior and plenty of goods stacked to 
attract passing customers. There was no time 
to return the next day, so I worked fast and 
free with pastel colours over lots of shadowy 
underpainting 

The composition Is primarily 
determined by where you are able to 
stand to work. Depending on the shop 
you could take a direct view straight on, 
which could be considered somewhat 
flat but there Is a doorway and the 
surrounding building, which provide an 
asymmetric composition. Figures can 
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A Bath, Shop Fa<;ades, pastel, 9J4X16>^in (25 x 42cm). This was worked fast in pretty pale colours 



MATERIALS 

• Support - I used Art Spectrum 
Colourfix card 

• Watercolour paints for 
underpainting: Winsor blue (red 
shade) and alizarin will give you 
useful neutral tones 

• Simple mixing dish, small bottle of 
water and a sponge 

• Two or three brushes (not your best 
ones), a rigger and wash brush will 
be useful 

• A selection of sharpened pastel 
pencils. Conte, Faber-Castell Pitt, 
Carbothello and Derwent are all 
excellent 

• Putty rubber and a plastic eraser 
(wedge cut Is useful) 

• A selection of soft chalk pastels. 
Unison, Sennelier, Schminke and 
Daler-Rowney are all good makes 

• Pack of baby wipes to keep hands 
clean 




be used wherever they may give interest 
or balance, they will animate what might 
otherwise be a rather straightforward 
view. 

If possible, I prefer to take an angled 
viewpoint particularly if there is an 
arrangement of goods to the front of the 
shop. Good tonal contrast is found 
looking into the darker shop interior and 
interesting patterns of light and colour 
strengthen the composition. 

Colour 

Often what initially attracts Is the colour 
of the shop front, canopy or the goods. 
The attractive yellow and blue facades in 
Bath, Shop Facades (above) made 
wonderful subiects. Being portable, fast 
and immediate, chalk pastels are great to 
use for capturing colour and light on 
location. Pastels are very direct - you are 
holding the colour and can make both 
sensitive and immediate marks. For 
working on site I find it practical to break 
short pieces of pastel and sort these into 
darks, lights, warms and cools, in four 
shallow screw-top tubs containing ground 
rice (left). A limited palette Is always 
helpful as the colours can be put on a 
small tray or a tub lid. It's important to 
have a good tonal range of darks through 
to lights as well as mid-toned colours. 

It’s also worth spending time selecting 
the colour of the paper/support, as this 
base colour can be a terrific help in 
unifying the work. Often a cool colour 
support can work well with a warm 
coloured subject, and a warm coloured 
support may contrast well with cooler 
subject matter. 



FELICITY'S TIPS 

• Find a good painting position so 
you are not blocking passing 
pedestrians and with a viewpoint 
you like, 

• Consider the lighting: too much 
sunlight can give window 
reflections, which you may or may 
not want. Note shadow shapes at 
different times of the day. You may 
need to work at a similar time of 
day on several occasions to 
capture the shadow shapes you 
want. 

• Always check with the shop 
owner or manager that it's ok to 
paint the shop. Many are happy 
as it will attract interest, but they 
won't want you blocking the 
window. 

• A rucksack or wheeled bag is 
useful for kit, together with an 
easel that is erected quickly 
without wide legs. I use a 
lightweight Herring Versatile 
easel, 1 .4 kg. 

• People will stop to look -get your 
back to a wall if you don't want 
this. There's no need to engage in 
a full conversation, you can be 
polite but concentrate on your 
work. 

• Store pastels in small shallow tubs 
with ground rice and sharpen 
pastel pencils before you go out - 
it's not so easy to do on location. 
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PRACTICAL 



DEMONSTRATION 
Oxford's the Bakers 

RIGHT 

STAGE ONE 

My one reservation was the actual shop 
colour, a rather uninteresting grey/buff, 
which I decided to alter to a contrasting blue. 

I began by making a tonal underpainting in 
watercolour, blocking in the darker areas and 
roughly plotting in the composition. I then 
overlaid a more specific drawing using a Pitt 
pastel pencil 

CENTRE RIGHT 

STAGE TWO 

Moving into colour I made initial broadside 
strokes using warm pastels for the interior 
and the bread. I continued to add colour, 
hatching and rubbing a bit with my fingers to 
create depth and warmth, and started on the 
blue shop frame, while continually checking 
and correcting the drawing. I began to create 
the interesting floor tiles using a cream 
colour pastel pencil over burnt sienna pastel 

BELOW RIGHT 

FINISHED PAINTING 

Oxford's the Bakers, watercolour and pastel on 
Colourfix pastel card, 19/4X22!^in (50 x 57cm). 
Returning to work again at the same time on 
another day, it was clear that the image 
would benefit from a little more space at the 
top and bottom. I therefore painted over the 
white border of the support and matched up 
the pastel colour, adding in further details 
such as ceiling lights, more breads, defining 
the shop lettering, completing the floor tiles, 
and emphasising the blue-painted window 
frame. Figures were coming and going and I 
felt it unnecessary to define them too much, 
preferring to keep the movement transient 




Felicity House 

is an elected member of the Pastel 
Society and regularly exhibits at Pastel 
Society exhibitions, with the New 
English Art Club, the Discerning Eye and 
the Royal Western Academy in Bristol. 
www.feiicityhouse.eu 
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WATERCOLOUR 




Steve Hall reveals the secrets to producing dynamic watercolour paintings 
that will stand out from the crowd at exhibitions 



and that just two of these is not 
enough. Compare the two railway 
pictures End of tfie Shift and End of an Era 
(below). 

Design 

Design is all about what excited you in 
the first place and made you want to 
paint the picture. It is the bit that 
comes from the heart and is the story 
that you want to tell. There is really 



only room for one main story in a 
picture and this is what is usually 
referred to as the centre of interest. 

Many art teachers talk about the rule 
of thirds or the golden mean. This rule 
dictates that you divide your paper into 
thirds, vertically and horizontally, and 
place your centre of interest on one of 
the points where these lines intersect. 

I prefer to take this thinking a little 
further and use a sunburst pattern as a 



O nce, when judging a local art 

exhibition. I listed the merits of 
each picture, awarding marks for 
various aspects such as composition, 
tone, mark making etc. Interestingly, 
after applying this logical approach to 
my assessment, the award winners were 
those whose works had first Impressed 
me on entering the room. The winning 
watercolours were literally dynamic 
I believe that dynamism can be 
achieved with the following secret 
elements. I do not want you to become 
a formulaic painter but simply to 
produce work that follows well- 
established and sensible guidelines. 
Quite simply, the secrets of dynamism 
are: desire; design; decl uttering, 
delineation (shape and form); and 
darks and lights. 

Desire 

The starting point must be your 
creative desire, not simply a competent 
copy of a photograph or some other 
reference. Good painting starts from 
the heart and there must always be 
something of your personality in your 
work, whatever your reference. No two 
painters should produce identical work 
of the same scene. You can Invariably 
tell when someone has performed a 
straight copy, however good the work It 
simply lacks authority and Integrity. 
There is a saying that you paint from 
your heart, your head and your hand 



ABOVE RIGHT 

End of the Shift, watercolour, 1 3 X 20ln 
(33X51 cm). I painted End of the Shift \n 1997, 
not long after I had started painting, as a 
straight architectural copy from a 
photograph. End of an Era (right) was painted 
about 15 years later and, although a 
photograph was used for technical reference, 
the picture is more dynamic because it has 
my own personal style and interpretation 
stamped on it. interestingly, it took about a 
tenth of the time of the first picture to 
complete 



► End of an Era, watercolour, 1 3 x 20in 
(33X51cm) 



Winning watercolours 
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PRACTICAL 




A Waiting, watercolour, 13X20in (33X51 cm). 

The people waiting for the next train are the centre of interest. Following my sunburst pattern, 
below right, the arrowheads guide the eye to the people as well as the canopy, the shadows, 
the edge of the platform and even the train 



source of design, as shown right. 

In Waiting (above) the people are the 
centre of Interest. Although the train is 
by far the most powerful shape in the 
picture, the arrowheads of the sunburst 
pattern, or graphic pointers as I call 
them, ensure that the eye falls on the 
people first. 

Declutter 

Decluttering a picture causes endless 
problems for the traditional 
representational painter. Often it is 
very difficult to omit superfluous 
information from the scene before us, 
simply because we know it is there. 
This is particularly so when we try to 
paint what we know, rather than what 
we see. I find that with mechanical 
subjects such as boats and railway 
engines, experts like to tell me how 
many rigging wires there are on a 
particular vessel or Inform me that I 
have missed out the rivets on the 
tender of an engine. 

The best and simplest advice I can 
give is to view the subject through half- 
closed eyes, as when assessing tonal 
values. If a line or object disappears it 
is not important enough to Include in 
the picture. Also, never mentally refer 
to objects by their name - think shape 
and form. 



► Sunburst 

I like to use the sunburst pattern as a source 
of design. I think of the sun as the centre of 
interest, and the sun's rays as arrowheads 
pointing towards the centre of interest, 
guiding the viewer's eye to that point 



To prove the point, try turning a 
portrait upside down and making a 
copy using just one colour and a large 
brush, one that forms a good point. You 
will find yourself painting what you see 
and not what you know. You will also 
find it difficult to take longer than ten 
minutes. Why? Because preconceived 
ideas about the subject such as eyes, 
nose and mouth have been removed. 
The best part is that, when you have 
finished and turned your paper the 
right way up, you may be very 
pleasantly surprised at the likeness you 
have captured. 

Delineation 

This is simply the ability to capture the 
shapes before you as they appear and 




not as you think they should be. It has 
very little to do with being able to draw 
straight lines; it’s more about size, 
proportion and angles. There should be 
a little voice in your head constantly 
prompting your observation, asking 
such things as *is this line longer than 
the next one?’; 'is this line sloping up 
or down?’ or 'is this shape higher on 
the paper than other shapes?’. This is 
all part of painting with your head and. 
if you are doing it right, you will 
experience two things: time will fly 
(commonly known as 'being in the 
zone’), and you will be mentally 
exhausted at the end of your work - 
good painting is never a relaxing 
experience. 

To illustrate what I mean about 
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A Afternoon Strollers in Bath, watercolour, 13X20in (33X51 cm). 

The eye falls naturally on the group of figures just left of centre, where the heads stand out in 
strong contrast to the background buildings 




A Watercolour sketch, 1 0 X 1 Sin (25.5 X 38in). 
This sketch illustrates my point about 
capturing what you see, rather than what you 
know. Ail you need to capture is the overall 
shape of the group, even though you can see 
how many there are, whether they are male 
or female and what they are wearing. The 
viewer's eye will fill In the missing 
information and in doing so will interact with 
the artist - this is why no two people see a 
picture the same 



capturing what you see as opposed to 
what you know consider this simple 
sketch of a group of people (above). 

Darks and lights 

The big weapon in watercolour is tone. 
Tone, or value as it is referred to In 
some countries, is the degree of 
darkness or light in your watercolour 
washes. It is the direct result of how 
light affects the surface of an object and 
is the reason why we can see different 
shapes. Remove the light source and 



we have no tonal variation, hence the 
reason why we can't see in the dark. As 
a general rule tones are lighter in the 
distance and become darker towards 
the front of the picture. Also, as tonal 
variation is so powerful, a high degree 
of tonal range is often used to draw the 
viewer's eye towards the centre of 
interest - see Afternoon Strollers in Batfj 
(above). 

Dynamism 

Finally, 1 would like to put it all 
together by taking a poor picture and 
attempting to give It a dynamic twist. 
The photograph below left was taken 
last spring. I had stopped to paint for 
an hour and, while a wash was drying, 

I took a few photographs around my 
parking spot. The composition is half- 
way there as the road leads to a natural 
focal point where it bends to the left 



but the two trees are fighting for 
attention and, Instead of helping the 
composition, actively distract from any 
harmony the picture may have. The 
parked car also contributes nothing as 
it also acts as another focal point and 
causes further confusion to the viewer. 
The finished picture (below) shows how 
I resolved this composition. I hope you 
agree that this revised version is an 
improvement on the original. [Q 

Hfl//'s latest DVD Winning 
Watercolours is available front Town House 
Films, price £27.95 plus p&p, www.town 
housefilms.co.uk, telepfwne 01603 
259441. 

Further information about Steve, bis work and 
bis programme of teaching can be found at 
www.stevehallartist.co.uk, telephone 
01225 868086 or email info@stevehallartist 
.co.uh. 




► Country Lane, watercolour, 
13X20in (33X51cm). 

In order to illustrate how I would 
improve a composition, I have taken 
some of the basic elements of the 
scene (above) and imagined a vantage 
point further towards the left-hand 
tree, which I have moved further 
towards the left. I have also simplified 
the distance and made the right-hand 
bank into a better graphic pointer 
towards the bend and have done the 
same with some of the lower tree 
branches and the shadow direction 
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Creative 



collage 

Soraya French recommends including collage in 
your mixed-media paintings. It will add another 
dimension to your work and give you the freedom 
to discover new avenues of exploration 



T he use of collage in artwork is as 
diverse as the number of artists 
who work in this way. I tend to 
repeat my favourite subjects in 
different media and am fascinated by 
how the change of medium can affect 
the result. My oils and watercolours 
seem to be much more subdued than 
my mixed-media paintings. Collage 
helps me to think outside the box and I 
love the element of surprise when the 
materials mingle with the washes of 
colour and create random shapes. 
These shapes can then be manipulated 
to form either a representational or 
abstract shape depending on the 
subject matter. 

Collage can be magical when a certain 
colour or texture is in the right place 
and conversely quite an eyesore If it 
happens to be in the wrong area. 



Luckily in mixed-media paintings the 
opaque media or gesso can come to 
the rescue, or you may even be able to 
remove the offending collage by 
rewetting and manipulating the area. 

Collage materials 

The sky is the limit as to what you can 
use as collage in your paintings. My 
preference is for flatter surfaces - I 
don't care much for ultra-heavy textures 
and overloaded papers and canvases. 



A The City Beyond, collage with mixed 
media, 32X32in (81. 5X81. 5cm). 

This painting was done on a heavily collaged 
ground with newsprint acrylic skin* (see 
page 49), netting and tissue paper. The 
washes of colour dripped and resembled 
trees, so I went with the flow of shapes that 
happened through gravity. Collage often 
gives me the courage to be bolder with 
colour and not so tied down to the source 
material 
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COLLAGE 



DEMONSTRATION Shanty Town Women 

► STAGE ONE 

I selected a number of different papers, such as thin corrugated 
paper and stripy wallpaper, as both were ideal for representing 
the tin walls of the shacks. I included some printed text and bits of 
newsprint to add more interest. I used matt medium for sticking 
down the thinner papers and a heavy gel gloss for the heavier 
corrugated paper. Feeling this was enough to start with, I left 
some paper free of collage 




A STAGE TWO 

This is my favourite stage - when the washes of colour run over 
the various papers. I used a mix of Golden High Flow acrylic ink in 
cerulean blue and teal, red iron oxide and a cool grey (a mix of 
cerulean and red Iron oxide and white) to apply my base colour for 
the shacks. Then I applied washes of Payne's grey over all the dark 
paper. By working at an easel I was able to use gravity to help the 
colours mix and run freely 




A STAGE THREE 

I added more collage for rooftops, painted windows and doorways to 
give the shacks more character. At this stage I used Golden Heavy Body 
acrylic paint as well as crayons and more inks to manipulate the shapes 
to suggest different components of the subject matter. I applied more 
collage in preparation for adding the figures. I gave some shape to the 
clothes on the washing line 



I Still would like to see plenty of 
interaction between the collage, the 
support and the paints and not lose 
sight of the subject matter. Collage 
materials can be pieces of handmade 
paper such as some of the exotic Indian 
or Thai papers, japanese rice paper, 
Lutradur (non-woven bonded fabric), 
coloured and white tissue paper, scrim, 
newspapers and magazines, Interesting 
fabrics, dollies and even the netting 
that fruit comes in. These materials can 
be incorporated to suggest a particular 
texture, or colour and can contribute a 
great deal to the visual impact of the 
painting. 

Some artists include theatre or travel 
tickets, letters, meaningful quotes and 
other items of sentimental value. Be 
careful not to overload the painting 
with such items unless the painting is 

1//rartist January 2015 



going to remain personal property. This 
kind of approach could make the 
painting resemble a scrapbook or 
journal. 

One of the most satisfying aspects of 
collage Is the way in which discarded 
items can be given a new purpose. A 
good example Is junk mail, which often 
has good quality inks and paper. I try to 
recycle my unwanted paintings by 
cutting them up and using them as 
collage in another painting or use them 
as background for a new piece with 
collage. 

Customising your papers 

With some imagination you can create 
your own collage paper, by painting or 
staining plain paper or tissue paper, 
using lightfast Inks or watercolours to 
ensure the longevity of your collage 



materials. You could personalise your 
collage papers by creating your own 
patterns with stamps and stencils. 
Metallic acrylic paints and interference 
colours can create beautiful shimmering 
effects on darker coloured papers. 

To make archival collage pieces you 
can take your own digital images and 
print them with archival quality inks 
and paper. Not all types of papers are 
suitable for printing on, however, but 
by applying two coats of a fluid called 
Digital Ground made by Golden, you 
can make most papers viable for inkjet 
printing. This process applies to 
printing on acrylic skins as well. For this 
purpose the acrylic skin should be 
attached to a paper carrier by tape and 
put through your printer. These 
relatively new ideas provide greater 
scope for experimentation. 
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To make acrylic skin, apply a thin 
layer of acrylic paint -* preferably fluid 
acrylics - or self-levelling gel over 
cellophane and allow the paint to dry. 
Once dry the skin can be peeled off 
and used. You can embellish the skin 
by dropping gold leaf, drops of 
contrasting colour or other materials 
into it. 

Practicality 

Always make sure that the collage 
materials are stuck down properly. 
Although many artists use canvas as a 
support for their collage work, my 
personal preference is for paper or 
board. This way my artwork can be 
displayed behind glass and so the 
raised areas are protected from 
collecting dust and dirt from the 
atmosphere. PVA glue is perhaps the 
most economical way of sticking the 
collage pieces to the support. The glue 
should be diluted to the consistency of 
double cream. Better still, you can use 
any acrylic mediums or gels, which 
additionally have archival quality. The 
gloss products are usually preferred for 
this purpose as they offer the greatest 
transparency; however, the other 



sheens work just as well as a glue. 
Collage pieces are quite fragile when 
wet but become quite tough when dry. 
Although you can speed up the drying 
process by using a hair dryer, it is best 
to leave the collage to dry naturally. I 
quite often prepare collage 
backgrounds when I am not in the 
mood for painting, and leave them to 
dry naturally. Dye-based coloured 
tissue papers should always be 
reinforced by staining with lightfast inks 
and watercolour or treated with UVLS* 
varnish. 

How to use collage 

You can add collage In a contrived 
manner where the materials are placed 
exactly where they can represent a 
texture In your painting. For example, 
screwed-up tissue paper is great for 
suggesting mountainous or rocky 
passages in your landscapes, the 
creases of tissue paper can suggest the 
delicate texture of flower petals. To be 
more abstract you can apply your 
collage randomly and then go with the 
flow of the painting. The order In which 
you add collage to the support Is 
entirely up to you. You can add collage 



A FINISHED PAINTING 

Shanty Town Women, collage and mixed 
media, 23x29in (58X73cm). 

I added a smaller washing line in the back to 
echo the shapes within the composition. I 
painted the figures, and added the Coca Cola 
sign for more interest. To finish the painting, 
the figures and the white garments were 
highlighted with titanium white. Subjects 
with multiple shapes are ideal candidates for 
mixed media with collage 

to start with and then add your washes 
of ink or watercolour or reverse the 
process. Collage pieces can be added 
at any time during the painting. 

You may have to make a few paintings 
before you get used to the idea of 
integrating collage pieces into your 
painting, but the exciting process of 
working in this way can be very 
rewarding. IQ 

• Golden Polymer Varnish with UVLS {Ultra 
Violet Light Stabilizers) 

Soraya's new book Expressive Painting in 
Mixed Media has recently been published. 
Full details can be found on page 68. 
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WATERCOLOUR 



Tone and temperature 
i n watercolour 

Tim Rose explains how to master tone and temperature in 
watercolour landscapes, showing how a two-colour sketch enables him to 
identify the quality of the light without reference to local colour 



M any painters in watercolour 
base their approach on tone 
and temperature, and this is 
the method that underlies my work 
when I try to paint the illumination 
rather than the local colour. Watercolour 
is primarily a tonal medium in that you 
work from light to dark, through 
increasing overlays of paint that darken 
with application and strength of 
mixture. Temperature is defined by the 
warm and cool values (yellow/orange 
relative to blue) and also the intensity 
of a colour. 

Ideally I paint en plein air. Much of how 
I paint is now intuitive and I try not to 
work from photographs, believing in 
really 'seeing* the composition and 
working out any complexities. I often 
produce a small shadow plan in cobalt 
blue on a watercolour sketch (below 
right) so I understand the negative 



shapes of the shadows. This is not 
quite the same thing as light and dark, 
but it shows me where my strategic 
edges between shadow and light will 
appear and the combination of 
negative/positive shapes. It also shows 
where I want the edge to the soft 
background to meet the crisp 
foreground. In complex subjects this 
can be quite useful if the light is going 
to change. 

For the demonstration painting shown 
here, the location over the Wakefield 
canal would have entailed standing on 
a busy footbridge, so I decided to work 
in the studio initially from on-site 
pencil sketches and produced some 
small watercolour aides to show my 
thought processes. 

I produced a sketch in my pocket 
sketchbook on the day I saw the scene 
and went back later to draw an A2 



TIM'S WATERCOLOUR TIPS 

• Do a preparatory sketch showing a 
shadow plan. 

• Make initial decisions about warm 
and cool areas (shadow and light). 

• Have in mind your strategic edges 
between soft background and crisp 
foreground. 

• Intend to paint most of the painting 
in one session, to keep the 
momentum going. 

• At the beginning cover large areas 
with light washes. 

• Do not 'overload' the paper. 

• Paint with your lights but 'draw with 
your shadows'. 

• Link your negative shapes. 

• Keep soft edges within shadows, 
hard edges against lights. 

• Leave details until the very end. 



DEMONSTRATION Winter Light on the Canal 










A My on-site sketch. 

The painting was about A2 size, 
23X1 7ln (58X43cm) 



^ My cobalt blue shadow plan 
helps me to understand the 
shapes of the shadows 
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▲ My two-colour sketch 

You can see that the picture reads with only two colours, even though 
there is no local colour to speak of, and it gives a sense of the 
illumination of a low light source and long shadows 



« 








A STAGE ONE 

I transferred the basic lines from the sketch using tracing paper 
and graphite tracing sheet. Rather than redrawing the lines with 
pencil I used masking fluid on a few areas to be highlighted. I 
then wet the paper all over and began dropping strokes of yellow 
in the sky, followed by a mixture of manganese blue and 
permanent rose, to give grey clouds. I worked quickly, drawing 
the yellow into the area of light on the water and used cobalt 
blue over the large areas and over the shadows within the barges. 
I simultaneously put warm yellow-brown into the trees in the 
background and over the cabin of the front barge, bringing the 
paint down into the shadow using ultramarine violet and viridian 
green. As the paint dried I darkened the trees in the background 
and added more paint to the warehouse on the right and the 
clouds. This took about 20 minutes; I had a painting with basic 
shadow/light values and some warm/cool tension. I find that if I 
can make a quick, bold start the painting gains a momentum and 
keeps my interest 



◄ STAGE TWO 

When the paint was dry I added more values Into the middle 
background on the right and another wash of cobalt blue over 
the water, adding some soft colour where the edge of the trees 
would be. I painted the red-brown stripe to the foreground barge 
and a wash of burnt sienna over the stern of the middle barge. 
Then I repainted the water with stronger blues, leaving the light 
area as wet, and timed it so when the paint was just starting to 
dry I repainted the dark stern of the middle barge and the 
reflections, wet-ln-wet, in one attempt. This has to work as there 
would be no second chance and timing was crucial. You have to 
hold your nerve and have everything ready, with colours 
premixed. As this area dried I added more tones and values to 
the middle foreground, the decks, the long shadows and barges 
on the horizon 
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FINISHED PAINTING 

Winter Light on the Canal, 
watercolour, 22X1 7in 
(56X43cm). 

I wanted the tree on the left to 
look free and spontaneous. 
The surface was dry so I used 
broken brushstrokes to build 
different visual textures and 
add the darkest darks to the 
windows and any other 
recesses, to give depth. The 
effect of smoke was obtained 
by wetting the paper and 
applying white gouache with 
some Naples yellow to give a 
soft effect. I may use small 
touches of yellow white to add 
lustre to a few highlights, but 
beware, pure white will just 
look like snow. 

This painting was exhibited in 
the Sunday Times watercolour 
competition and is part of a 
series of watercolours of this 
subject 




Tim Rose 

is a professional artist. He has 
exhibited at the Bankside and Mall 
Galleries, as well as art fairs around the 
country. He teaches and demonstrates. 
For more information see: 
www.timroseartist.com; 
www.justupmystreet.com; 
www.portraitsofhouses.com; 
www.timrose.co.uk 



pencil sketch. After two hours of 
concentrated drawing you remember 
the essentials and you can train the 
visual memory. What I found unusual 
was that the shadow on the green 
tarpaulin of the foreground barge had 
greater intensity of colour than the 
adjacent light - this is not often the 
case. 

The composition has various 
elements: a background and 
foreground, a strong diagonal with a 
vanishing point and horizon, a light 
source casting shadows across the 
diagonal, and a focal point where tonal 
contrast is strongest. As well as this 
sketch I produced a small painting 
using only two colours (page 51 ): brown 
madder and indanthrene blue; this is a 
separate guide that gives me both tonal 
values and warm and cool nuances. 

I try to give myself a deadline when 
painting so that I do not 'fiddle'. My 
demo painting had to be done in a day 
at the most or at least a four-hour 



session. A good painting takes two 
hours, an average painting four hours 
and a bad painting takes days. Nerve, 
momentum and spontaneity are the 
key, and the ability to move to plan B 
when plan A withers. 

Paints and paper 

I premix my basic pure colours and also 
have a hand-held palette for mixing. My 
premixed warm colours are Winsor 
yellow, raw sienna, burnt sienna, 
permanent rose, permanent magenta 
and scarlet lake (the latter is rarely 
used). My cool colours are ultramarine 
violet, viridian green, cobalt blue, 
ultramarine, indanthrene blue and 
manganese blue. In my hand-held 
palette I have the same colours plus a 
few extras such as quinacridone gold, 
burnt umber and brown madder. 

I use my favourite paper, Saunders 
Waterford 140lb (300gsm) Rough, 
stretched by lightly wetting the back, 
then taped down, dry side up. IQ 
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Try something neyy 



Painting loose 

Painting in a direct way reduces any tight detail, creates more of an impression 
of the scene, movement and even excitement, says Louise Naimian 



I Ve been working on a series of quick 
pen and wash sketches using what I 
call my 'one hit' method. I react 
immediately to the subject with no 
fiddling, erasing, pencil lines or 
correcting. I never use a pencil when 
working like this as there's a danger that 
I'd end up slavishly copying the image. 

I have to feel a sense of adventure and 
enthusiasm for the image I plan to paint 
and once I've decided on a scene I draw 
very quickly with a Staedtier pigment 
liner 0.8. My pen work certainly isn't 
accurate, as you can see from the paintings 
here, because I work quickly. There is no 
re-touching or going back; it has to be 
right first time, which comes with practice. 

It's a good idea to start painting like this 
on a small scale. A smaller piece of paper 
Is less Intimidating and If the Initial pen 
work doesn't work out as expected, it's 
easy just to start again and tell yourself 
that it's all a learning curve! I've 
discovered handmade KhadI cotton rag 
paper, which can be purchased In small 
pads6x6ln (15x15cm).This Is perfect for 
quick pen and wash paintings as the 
paper is very absorbent and the paint 
seems to settle like magic. I seldom worry 
about making mistakes - the painting will 
either work or it won't. There's always next 
time. 

This process involves a little more 
decision-making but Is still instinctive and 
watercolour is also applied quickly. I try to 





A Crown and Anchor, pen and wash, 6X6ln (15X1 5cm). I like to take risks and work quickly 



avoid representative colours, such as grey 
for Mancunian skies, because I think that 
the success of a painting rather relies on 
colour. Colour Is important for conveying 
atmosphere, and the addition of figures 
and cars also add much to city scenes. 

I apply the washes direct and paint 
while standing at this stage. For some 
reason this seems to add spontaneity and 
looseness. It isn't a good idea to move the 
paint around or to keep within the pen 
lines - paint over and outside them and 
let the colours run together. Never go 
back and try to correct errors. Once the 

◄ Oldham Street at Night, pen and wash, 
6X6in (15X15cm). 

This started out as a daytime scene but with 
the addition of dark tones, day became night. 
These things happen! 



paint has dried and settled, the results are 
usually good. 

The whole process takes me less than 30 
minutes on a smaller piece of paper and it 
Is immensely enjoyable. Nothing too 
elaborate or detailed, just a lively 
painting. Result! IQ 

Louise Naimian 

trained as a textile 
designer at the 
Manchester College of 
Art & Design. She 
regularly exhibits her 
work around the 
northwest and 

currently her work can be seen at the 
Colin Jellicoe Gallery, Manchester, 
telephone 0161 236 2716. 

www.louisenaimian.com 
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Strathmore paper - 

not run of the mill 

Impressed by their versatility and strength, Robert Dutton 
recommends some of the papers produced by Strathmore 




'tm 



S ince 1892 Strathmore have created 
papers with quality and 
consistency that really perform. 
Their 300, 400 and 500 series of papers 
and their range of Visual journals are 
aimed at today's practising artists. 
Without doubt the 400 and 500 papers 
are amongst some of the best papers I 
have tried. 

300 series 

The 300 series is a heavyweight student 
grade Not watercolour paper in one 
weight, 1401b (300gsm). It Is best used 
when heavier washes and reworking are 



required and they are excellent for 
both outdoor and studio work with 
different media. 

This strong paper is highly sized and 
has a very high resistance to 
watercolour washes - heavier washes 
remained on top for a long period of 
time. Once I was used to this I was able 
to create lots of different effects. 

The surface of the paper is actually 
quite smooth; it reminds me of a very 
fine canvas, which I really liked. Washes 
seemed to glide across the paper and 
lots of wet-ln-wet techniques and 
reworking are easy to achieve. The 



Strathmore 300 paper performed 
brilliantly when used on location and 
was a perfect support for watercolour 
washes mixed with layers of pastel, with 
just the right amount of tooth for 
blending, rubbing and layering. It holds 
the pastel well and allows for sharp 
edges and landscape contours to be 
created alongside more subtle 
definitions. 

For acrylic work I really appreciated 
the high resist to the paper as my 
colours stayed bright and clean. On 
watercolour papers from other mills 
acrylic washes are quickly absorbed, 







A Silver Light - Bassenthwaite Lake, Cumbria, pastel and watercolour on Strathmore 300 series watercolour paper 1401b (300gsm), 18X24in (46X61 cm). 
The canvas effect of the paper can clearly be seen in this plein-air painting, later finished in the studio. The strength of the paper allowed for much 
rewettIng and multiple layers of different media to create this atmospheric study 
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A Winter Landscape, Norfolk, mixed media 
on Strathmore 300 Visual Journal paper, 
9X12in (23X30.5cm). 

This high-quality vellum surface allov/ed me 
to use many different techniques and is 
especially useful for impressionistic wet-in- 
wet techniques, as seen in this study 

leading to dull colours even with 
heavier applications. 

Strathmore 300 series watercolour 
papers come in wire-bound pads of 
various sizes, single sheets of 22x30in 
(56x76cm) and a pack of 24 sheets, 

9x 1 2in (23x30. 5cm). The colour, 
although white, is creamy and underpins 
your work with a subtle warmth. 

400 series 

This versatile, felt-finished intermediate 
grade Not paper is ideal for lots of 
different watercolour techniques 
including lifting, blotting and scraping. 
Layering and paint flow with wet-in-wet 
techniques result in really exciting 
finishes normally associated with a 
much higher grade. Washes remain 
bright and clean either on their own, 
layered and glazed, semi-transparent 
and opaque. 

This is an excellent paper for drawing, 
especially with different media, as the 
robust surface quality allows lots of 
different layers to be created in the 
painting. The bright white of the paper 
was a perfect support for tonal studies 
in which I worked with different types 
of black media such as ink, black and 
white gouache, black pastel, willow and 
vine charcoal, Conte and so on in 
beautiful multi-layering effects. 

Strathmore 400 series is available in 
one weight, 1401b (300gsm), is acid-free 



and is available In pads and blocks of 
various sizes. Loose sheets, size 
22x30in (56x76cm) and 25x38in 
(63.5x96.5cm) have two deckle edges 
and for those who like to work really 
big, there is a roll that is 42in (106.5cm) 
wide and 30ft (9m) long. 

500 series 

There are four types of paper in the 500 
series and there are definite differences 
between them; 

Strathmore 500 Series Imperial is 
altogether a different paper. Available 
in Not and HP surfaces, both 1401b 
(300gsm), the textures of this 100 per 
cent rag paper are subdued and 
somewhat Irregular. The reverse side of 
each type is smoother than the working 
side and can also be worked on. The 
Rough sheets give the greatest texture 
to watercolour washes - popular for 
expressionist techniques and bold 
styles and I love it! 

This professional grade watercolour 
paper is known for its hard surface 
sizing which provides excellent water 
resistance to your washes, great lifting- 
out capabilities and strong durability. It 

t 



y 



has two deckle edges and a slightly 
light cream colour. It Is available in 
single sheets only, size 22x30in 
(56x76cm). 

Strathmore 300 Series Aquarius II is 
manufactured with a combination of 
fibres to resist buckling and the need 
for stretching when applying light to 
medium washes’. However, In reality 
only the lightest washes do not buckle 
the paper. My advice Is to stretch the 
paper before working on it to give you 
ultimate flexibility with this very fine 
watercolour paper. 

Tests on this lightly textured Not 
paper (which is quite smooth) showed 
that lots of fine detailed watercolour 
work in multiple layers are possible, 
without colours looking dull in glazing. 
The smooth texture would also be very 
useful as high quality drawing paper - 
graphite work Is clean In line, sharp in 
definition and has great rendition of 
tone. The mix of synthetic and 100 per 
cent cotton fibres means that there is 
very little damage to the paper surface 
when erasing, even with vigorous 
rubbing. Aquarius II is available in 
single sheets, size 22x30in (56x76cm). 
Strathmore 500 Series Gemini is made 
from 100 per cent cotton on a cylinder 
mould, has four deckle edges and a 
creamy white colour. It comes in Rough 
and Not surfaces and both are just 
fantastic to work on: they responded 
beautifully to all marks made - dry 
brushwork looked crisp and smart - 
and techniques such as wet-in-wet, 
lifting-out and glazing, which remained 
bright and fresh in appearance. Semi- 
transparent and opaque washes of any 
media sit on the surface beautifully. 
These papers have remarkable 
strength; I even used a nailbrush and 
sandpaper to remove pigments without 
damaging the surface. 

Gemini 500 comes in two weights: 
1401b (300gsm) is available as 22x30in 
(56x76cm) sheets in both Rough and 
Not surfaces; and as 3001b (638gsm) 
sheets of Not, size 22x30in (56x76cm). 



◄ Strathmore 500 
series papers. 

Here you can see the 
distinct variations 
between the Strathmore 
500 Series. 

Left to right: Imperial Not 
1401b (300gsm); Gemini 
Rough 1401b (300gsm); 
Aquarius II 801b (170gsm) 




56 



ifuartisX January 201 5 



www.painters-online.co.uk 



PRACTICAL 




◄ Moorland textures (detail), 
mixed media on Strathmore 
400 series Rough watercolour 
paper, 1401b (SOOgsm). 

In this section I used gesso and 
pumice to create a bespoke 
surface on which to paint 
watercolour, gouache and 
acrylic in multiple layers. The 
texture of the paper is, as 
intended, an integral part of the 
painting. This close-up 
illustrates the amazing strength 
of this paper: I scraped back 
through layers of paint, lifted 
out, blotted, scumbled and so 
on, time and again as the 
painting developed, without 
any loss of surface quality! 



► Winter Light - Grasmere, Cumbria, 
Strathmore 400 series Not 1401b (300gsm), 
22X30ln (56X76cm). 

This high-quality robust paper has excellent 
tooth and surface quality. In this painting it 
accepted washes and different 
drawing/painting media. Lots of blending 
using different types of erasers and rubbing 
techniques were applied quite vigorously 
without any surface damage. A very 
impressive paper 



Strathmore Visual Journals 

Visual journals are made with a variety 
of high-performing papers in various 
sizes. The wire binding allows the 
journal to lie flat for cross-page working 
and wider studies. However, one side is 
slightly different to the other, but not 
so different as to have a detrimental 
effect. 

The mixed-media 
journal has a vellum 
surface, which I found 
quite unusual for a 
mixed-media paper. 
Oil pastel cannot be 
used on this paper 
without some 
preparatory work, 
because the paper is 
heavily sized. Gesso would provide a 
barrier between the surface and the oil 
content of your chosen oil media. But 
to keep some surface quality of the 
paper for oil pastel work, I would 
suggest an acrylic wash instead. 
However, the Strathmore 400 series 
pastel paper pad is apparently great for 
oil pastel. 

Once again I chose to work with 
gouache, pastel and charcoal on Visual 
journal mixed-media paper, to make a 
direct comparison with the 400 series 
paper. In the study tinier Landscape - 
Norfolk (top left) it was very responsive, 



giving beautiful soft effects to washes of 
different strength and opacity. The soft 
vellum surface spread the washes in 
very Interesting ways, with pigments 
looking muted and soft, which I really 
liked. Adding dry media such as pastel, 
Conte and charcoal gave my underlying 
washes added strength. Surprisingly, 
the unstretched wire-bound paper 
didn’t buckle at all when wet, which was 
a great discovery. 

The creamy paper allowed for a good 
key colour every time, adding a warm 
look to underpainting and drawing 
work. For artists looking for a softer line 
with pen and ink this is a great paper. 

In other test results I found pen and Ink 
worked really well on the paper on 
both sides, with marks remaining crisp 
and sharp. IQ 

Next month: Daler-Rowney papers 




Slratfwwre papers are distributed in the UK 
by Artist Papers. For more information see 
www.artistpapers.co.uk. 

Robert will be teaching the following 
workshops next year. Expressive 
Colourful Pastels and Landscape 
Charcoal Drawing at Higham Hall, 
Near Keswick, Cumbria, from February 
10 fo 15. For more information and to book, 
see www.highamhall. com/courses or 
telephone 017687 76276. 

Contemporary Seascapes with Pastel 
and Watercolour at Cober Hill, 
Scarborough, from March 22 to 21. For 
more information and to book, see 
www.coberhill.co.uk or telephone 01723 
870 310. 

For more information about Robert, see 
http://rdcreative.co.uk, or telephone 
01 13 225 2481. 
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With a life of its own 

Adebanji Alade advises on how to avoid the pitfalls of painting portraits of 
people from photographs and produce work that is full of energy and texture 




P ainting from photographs has 
been in existence for longer than 
some of us think. The truth is, 
there’s no real answer as to whether it's 
right or wrong. I would rather like to 
dwell on how to do it correctly and 
avoid making the mistakes that can 
arise from painting from photographs. 

My main philosophy in overcoming 
the pitfalls of working from photographs 
is to sketch people from life, constantly. 
This habit is a must for anyone who 
paints from photographs. It helps you 
to understand the human face from a 
different perspective and increases 
your drawing skills, especially your 
hand-eye coordination, all of which is 
vital in portraiture. 




◄ Face Of Homelessness, Earls Court, oil on 
canvas board, 16X1 2in (40.5 X 30.5cm). 

I decided to position the subject centrally, 
with the main emphasis on his beard - 1 really 
loved the way it contrasted with other parts 
of the painting. To keep him as the focal point 
I used a simple dark red tone for the 
background 
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Basic advice 

Do try to get a life study or sketch from 
the model first, so you are not relying 
on your photographs. This will give you 
essential first-hand experience of the 
subject. When painting from 
photographs, make sure you work from 
a black-and-white version and a 
coloured one; the black and white 
version helps you with the correct 
values. If the picture is not clear, sharp 
and inspiring the chances are the 
painting produced from it will be that 
way, so get the best picture possible. 

It's possible to waste hours bogged 
down with detail when painting from 
photographs, so try to allot yourself a 
time scale in which you think you can 
comfortably finish a painting. This could 



be 90 minutes or three hours. When it’s 
up, move on to something else. 

Composition 

Homeless people are among my 
favourite subjects. I strike a 
relationship with them and from the 
very moment we start talking I'm 
thinking about how best to compose 
them. I explain what I do, ask if I can 
sketch or take pictures and also offer to 
pay them for their time and 
cooperation. If this works out well, I 
sketch right there and then, wherever 
they are. 

Once back in the studio, I look 
through the pictures and work out how 
best to paint them. I do a lot of 
cropping and editing with Photoshop, 



using the image adjustment tab to 
enhance the levels to suit my choice. 
From the moment I finish editing, my 
main goal is to paint the picture in such 
a way that It will be strongly convincing, 
with energy, vigour and texture. I want 
to get away from anything that makes 
the painting look flat. 1 like the paint to 
sit on the board - I don't like to see the 
texture of the board or canvas, and I 
like it to be full of luscious thick paint. 
This is one of the ways that helps work 
painted from pictures to have a life of 
their own. 

Palette choice 

I paint with a limited palette inspired 
by Anders Zorn, who used just four 
colours for most of his work: titanium 



DEMONSTRATION The Face of Homelessness, King's Rood 





< STAGE TWO 

I then switched from lean to fat. 

I already had a base to work on, so it 
was easier to paint on the solid 
underpainting. The man's hair is what 
drew me to him in the first place and I 
painted it with pure oil using vigorous 
strokes. Each stroke was placed with 
keen observation and also with 
emotion - I always like the interesting 
parts, like his hair, to tell a story. Here 
I pretended that I was painting rugged 
branches on an old tree! 



► STAGE THREE 

With the hair completed, I worked on a 
bit of the background, with strokes to 
echo the texture In his hair. I could 
have stopped here too, but I couldn't 
resist working on his beard with thick 
colour - just oil, no medium 



^ STAGE ONE 

I went straight in with paint and white spirit 
without any drawing. The ability to sketch freely 
helps here, as all the proportions and 
measurements are quickly assumed while 
painting. I started with light values and increased 
them as I went along. This method reveals a lot 
about the versatility of oil - I love the bleeding 
and dripping and lean oil application 



1 pretended that I was 
painting rugged branches 
on an old tree!' 




www.painters-online.co.uk 



■/^rartist January 2015 



59 



OIL PORTRAITS 



► FINISHED PAINTING 

The Face of Homelessness, King's Road, oil on 
board, 12X9in (30.5X23cm). 

Finally I completed the background with 
some calligraphy, using positive words about 
overcoming homelessness. It would take a 
discerning eye to see the words 



white, vermilion, yellow ochre and ivory 
black. I use just the same colours, 
except that I substitute cadmium red 
for vermilion. This palette helps me to 
push my colour mixtures to the limit 
when painting portraits from pictures as 
I don't need to force myself to mix 
exactly what I see; I can mix the closest 
tones and. at the same time, expect a 
harmony that results from working from 
a limited palette. 

I use Rosemary & Co brushes, mainly 
Series 278 Masters Choice long filberts 
and Series 279 Masters Choice long 
flats. Apart from when I start the 
painting with light washes of mineral 
spirits mixed with the oil to create a 
leaner mixture, I mainly use the oil 
colours directly from the tube with little 
or no medium. The only medium I use. 
to help with fluidity and drying, is 
Liquin, but I use this very sparingly. For 
the paintings of homeless faces I like to 
paint on MDF boards and I prime them 
with three or four coats of gesso. The 
gesso would have been prepared 
beforehand with orange, raw umber, 
ultramarine blue, burnt sienna and 
white, to produce a warm base for my 
underpainting. I prefer a warm 
underpainting base because it helps to 
unify the painting from the beginning. EZ3 




TIPS FOR SUCCESS 

• Try painting with different media and brushes - have the spirit of an explorer. 
Don't be satisfied with just one or two. You'll never know which brush or medium 
really suits you and Is a perfect extension of your painting hand until you have 
tried several. One will click and make a great difference In your work. 

• There's nothing that beats the right mindset. Believe in yourself and be 
confident. There's nothing as bad as hearing an artist talk down their ability, or 
tear their work apart with negative views. Be open to criticism but don't let that 
get into your sub-conscious, we are ail learning. 

• Take some positive steps to improve your work. Attend workshops - you will be 
among people who have the right spirit, and you can thrive in such a setting! 

• Develop your own critical eye and trust it. When it whispers to you, listen and 
make adjustments. Never keep painting when you know that you don't like what 
you are doing. 

• If you find It hard to draw accurately from a photograph, there are apps that can 
help. See www.accurasee.com for details. 

• When It comes to personal style, my advice is to develop a good mileage of 
works and, before you know it, your style will be apparent. 



Adebanji Alade 

studied at Yaba College 
of Technology and at 
Heatherley School of 
Fine Art, London and 
works from his studio in 
Chelsea. An ardent 
plein-air painter, he Is 
an associate member of 
the Royal Institute of 
Oil Painters, a member of the Chelsea 
Art Society and The Plein Air 
Brotherhood, and has won many 
awards. To find out about workshops or 
current exhibitions see http://adebanji 
alade. co.uk/category/upcoming- 
events. His work can be seen at 
www.adebanjialade.co.uk and 
www.adebanjialade.blogspot.com 
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Submitting to open 
competitions and exhibitions 

Open competitions and exhibitions attract huge numbers of entries 
but, as Ian Sidaway advises, there are steps you can take that will increase 
the chances of your work being accepted and hung 



O pen exhibitions and juried competitions can be ideal 
ways to get your work noticed. If you're a 
prizewinner It will be a big boost to your CV and, 
dare I say it, 'marketability'. Over the years I have had my 
work accepted and rejected for open exhibition. In recent 
years, I have served on several juries and selection 
committees and see that above and beyond the artistic 
qualities inherent in a work, there are many other factors 
that can result in success or failure. 

Submitting your work 

Open shows should provide a level playing field, and for the 
most part they do. But there is no denying that submitting 
work can be costly, both financially and in terms of the time 
It takes to deliver and collect work from the venue. Digital 
submission saves some time and transportation costs but 
for all its pros and cons, this process Is not without its 
problems. 

Information about submitting work will be listed in the 
terms and conditions or the 'call for entries'. Read this very 
carefully to make sure that you understand the points 
regarding copyright or the licensing of your images. It is 
important to make sure that your work suits and will fit in 
the Intended exhibition with regard to medium used and, if 
appropriate, subject matter. It can also help to know who Is 
on the selection committee, and what type or style of art 
they like - although their aim is to be objective Inevitably a 
degree of subjectivity will creep in. 

Select only your best work. Work in series, or works that 
show a consistency and relate to each other In terms of 
subject matter, format or colour, uniformly framed, will 
always look better and more professional than several 
disparate Images In a selection of different frames. 

Submit a good digital photograph or scan of your work; 
this image does not need to Include the frame. I always 
frame my paintings after I have heard the results of the 
Initial selection. The Image needs to be cropped to exclude 
any background. It should be taken in good even light, be in 
focus, square to the camera, ie not taken at an angle, and it 
should be a good colour match to the original. With modern 
digital cameras and the basic photo manipulation software 
found on most computers, there really should be no 
problem in achieving this. Resize the image so that the file 
size is no larger than the file size stipulated in the terms and 
conditions. Poor photographs of work - and I have seen 
many - make it very difficult for the selection committee to 
assess the qualities that may be inherent in the original. 

Framing 

Think carefully about your frame choice and do not exceed 
the maximum size. Attach the correct hanging system if 




A Early Morning, Richmond Park, watercolour, 21 x 21 In 
(53 X 53cm), framed. 

Problems arise when you try to photograph framed paintings. 

It is almost impossible to get the frame to look square and if the 
image is under glass you will have problems with reflections. 
Notice the clean sturdy neutral frame and mount, which 
complement the image and will not give the hanging committee 
problems when it comes to fitting the work within a show 

called for, do not use oversized frames and mounts, do not 
use clip frames and avoid frames and mounts that are an 
unusual colour. It is hard enough to hang a show well, given 
the range of different subjects and styles, without trying to 
find a place for work framed in an eccentric manner. The 
current trend for images for works under glass is for the 
mount or mat to be neutral in colour and light in tone. 

Framing can be very expensive. I frame my own paintings 
and tend to use about six sizes and formats. This means that 
I can recycle frames, mounts and glass very easily, saving 
both time and money. 

If your work displays good technical ability and interesting 
subject matter, that perhaps shows a degree of innovation 
and originality, or clearly indicates an innovative and 
intriguing personal vision, there Is every chance it will be 
accepted. Do not be too dismayed If your work is rejected, 
it's not personal. Try to assess, dispassionately, why your 
work was rejected; it could make all the difference next time 
you submit. 123 
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The basics of watercolour: lof 6 



Materials for watercolour 



New to this challenging nnediunn? Charles Williams' new six-part 
guide to watercolour painting begins with a review of the basic 
materials you'll need to get you started 



I t is important to know the rules of 
watercolour, but equally Important to 
know you don't have to follow them. 

I always start my beginners’ course by 
demonstrating materials, emphasising 
that they are all made with specific 
aims.Watercolour paper, for example, is 
made to make watercolour look good. 
Apparently, Turner’s one piece of 
advice to painters was 'look to your 
papers’. One of the things you notice 
about Turner’s watercolours is how 
much he used bare paper in his design. 
Soft watercolour brushes are made to 
store and release watercolour paint at 



just the right speed through their tips. 
Watercolour paint is made to wash 
across a surface in thin films of 
pigment. Usually, the more expensive 
the materials the better they are able 
to perform these functions. It’s sad, but 
it's true. Buying the kit won’t make you 
a good painter, but you can get away 
with a small set of materials. You don’t 
need Series 6 paints or more than three 
brushes, but to make clear washes you 
do need to use watercolour paper. 

In this series I will lay out the simplest 
principles and It us up to you where 
you take them. 



PAPERS 



The support (art lecturer's language for 
paper, canvas, board) you use for 
watercolour Is crucial for two reasons. 
One is that without the correct sizing, 
which Is the preparation applied to the 
cotton that makes the bulk of the paper, 
the paint will not sit on the surface 
properly; it will affect the surface, break 
it down or sink into It. The other is that 
as watercolour is a transparent medium 
the support plays a more Important part 
than when using acrylic paint, for 
example, which Is a paste rather than a 
film. With watercolour, the paper always 
comes through, to some extent. 

Watercolour paper is made of cotton, 
and it is comparatively heavy. It is 
measured In weight per ream - a ream 
is 500 sheets. The most useful weight, 
1401b (BOOgsm), is heavy enough to 
prevent the need for stretching the 
paper, which Is a laborious process. Buy 
It in large sheets, and cut or tear it to 
size, or in blocks or pads, whatever is 
most convenient. 

It has three surfaces - 




Rough, Not (or cold pressed) and Hot 
Pressed (HP), sometimes called Satin. 
Rough Is the surface that most people 
associate with watercolour paper. It has 
an uneven surface, and some people 
like It because it seems to hide the 
edges of washes better than other 
surfaces. It may also make the paint 
appear brighter by reflecting the light 
from different angles. Not has a less 
textured finish, and HP is mechanically 
smoothed to make a surface like the 
paper in your computer printer. 

The edges of good quality paper are 
usually rough, almost as if torn. This is 
called a deckle edge and occurs 
because the paper has been made in a 
mould. Some good quality paper will 
have two deckle edges and two cut, 
where a bigger mould has been used 
and the paper cut down. 

Which paper you use Is a matter of 
taste. Be prepared for the odd bad 
sheet; sometimes the sizing has not 
been done properly and the paint 
drags across it and sinks In like blotting 
paper. I am not sure what you 
can do at this point; but 
when it dries, it often doesn't 
look too bad... 

Left to right: 

Rough, Not and HP 
(or Satin) surfaces 




A box of watercolours; some even have 
thumb grips and integral water reservoirs 



PAINT 

Watercolour paint is available in tubes or 
pans, most commonly in half pans. Half 
pans are what you usually find in a box of 
watercolours, which will supply you with 
a selection of paints, a mixing palette and 
a means to carry the paints around. 

Tubes are the most economical way to 
buy paint and are good when you want to 
cover a large area with a single wash - 
easier than dipping into your half pan 
with a broad wash brush. The 
disadvantages of tubes are that you may 
well waste what you set out on your 
palette and that you do not know exactly 
the colour you are squeezing out. Pans 
allow you to make a visual assessment of 
the colours. I use both. 

The minimum you will need will be one 
red, one blue and one yellow - alizarin 
crimson, ultramarine blue and lemon 
yellow are cheap and versatile. Add 
another red, blue and yellow if you wish. 
You will also need a black, and earth 
colours are useful. 

Watercolour paint Is made up of 
pigment ground in gum arable. What 
happens is that you dissolve the gum 
arabic In water, making a loose solution of 
pigment, gum and water, which you then 
float over your paper. The water dries out, 
leaving a thin film of pigment, just held 
together by a tiny amount of gum arabic, 
scattered across the surface of the paper. 
Some of the particles of pigment sink into 
the surface of the paper, but most sit on 
it. Light rays go through the film of 
pigment and bounce back off the surface 
of the paper; the transparency of the 
medium gives it a fresh, clear look. That's 
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PRACTICAL 




one of the things people prize in 
watercolour. Some paint is more 
expensive than others; this is because 
different pigments have different prices. 
Raw umber, an earth pigment, is cheaper 
than lapis lazuli, a semi-precious stone 
once used to make blue. 

Cheaper paint - student quality - will 
often contain a mixture of cheaper 
pigments to mimic a more expensive one, 
but there is a problem with this. If you 
want to mix a particular shade of green 
you might go for a cadmium yellow and a 
cerulean blue. If your paints are true, you 
will be mixing just those two colours. But 
if they are already mixtures of several 
other colours, instead of adding one 
colour to another, you might be adding 
three colours to two, and the result will be 
a phenomenon called 'greying out' or 
'browning out'. The way to avoid it 



without spending too much money is to 
buy lower series paints: the cheaper end 
of an artist quality range will be purer. 
Earth colours are cheaper anyway, and 
student quality earth colours should be 
pretty pure. 

I do not use white watercolour paint 
because I have never managed to use it 
successfully. If I want to apply white, as 
opposed to leaving areas of paper 



◄ The flower on the 
left was painted in 
gouache on a black 
watercolour ground; 
the one on the right 
was made by reserving 
the white paper 



unpainted, I use white gouache. Gouache 
is the same as watercolour, except It has 
chalk added, which makes it opaque. The 
problem is that gouache will sit on top of 
the paper, which makes for a lumpy and 
inconsistent surface. It's tempting to use 
gouache to fix your mistakes, but better 
to understand the principles of 
watercolour so you make fewer mistakes! 
Gouache used to be called body colour. 




Left to right: A flat 
brush, a medium 
round brush, a small 
round brush 



BRUSHES 

Three brushes would be 
ample. A small round one, 
a medium round one, and 
a /^in or 1 1n wash brush, 
which is the flat wide one. 

Buy expensive small ones 
In sable, and nylon wash 
brushes, because they 
don't get so much use. I 
can't give sizes because 
each manufacturer uses 
different systems. 

When you load your 
brush with paint, which Is 
usually mostly water, the 
characteristic shape of the 
tuft (the hairs on the 
brush), and the filaments on the hairs, creates 
a reservoir of paint In the bit of the tuft that is 
closest to the handle. Pointing the brush 
downwards eases the water down the tuft 
and out of the tip, onto your paper. When you 
paint, the tuft should not be flexed, but be as 
rigid as possible, letting the paint flow down. 
Sable brushes are used because the filaments 
on the hairs are Just right - the man-made 
ones aren't so efficient. 

When you buy a brush It will come in a 
plastic sleeve to protect the tuft. Throw It 
away. It Is very likely that you will damage the 
brush if you try to replace it after painting. 
Keep your brushes in a brush roll made of 
fabric or bamboo, which keeps them static 
and safe. You can buy traveller's brushes, 
which have metal caps; again, make sure the 
tuft is of high quality - they are not always 
very good. 




The paint is held at the top of the tuft 
and released along it to the tip 



SUNDRIES 

You will also need something for water: a jam jar, for instance, and two 
water containers. If you don't have your paint in a handy watercolour 
box, which will have an integral mixing palette, you will need a plate on 
which to mix your colours. 

Pencils - 2B and 3B pencils are best. Any softer and you will deposit 
bits of graphite when you draw on your paper, which will then be taken 
up and smeared by your brush; any harder and you will be digging a line 
Into the paper, which will fill up with paint and draw attention to itself. 
Use a craft knife to sharpen your 
pencil, and a plastic eraser to get 
rid of egregious mistakes. A putty 
rubber will leave Its oil behind on 
the paper. The most important 
thing you will need Is a roll of loo 
paper, and make sure it's smooth 
paper, not patterned. 




Charles Williams NEAC RWS CertRAS 

studied at the Royal Academy Schools. He has exhibited his paintings and 
sculpture regularly in London, in provincial galleries and abroad; in 2004 he 
had a solo show at the Museum Of Art in Bakersfield Cal. USA, and he shows 
regularly at the Lily Zeligmann Gallery, near Amsterdam. Group exhibitions 
include theThreadneedle Prize, the Lynn Painter- Stainers, the RA Summer 
Show and the Hunting Prize. Charles has taught to nearly all levels. Recently 
he has been pathway leader for the fine art cohort on the BA Visual Art 
course at Canterbury College, and has taught on 
the Visual Arts and Fine and Applied Art courses at 
Canterbury Christ Church. He was also curator of 
the NEAC Drawing School for five years. He is a 
founder member of the infamous art movement 
Stuckism. 

Charles Williams' book Basic Drawing: How to Draw 
what you See was published In 201 1 by Robert Hale, 
ISBN 978-0709091042. His latest book, Basic 
Watercolour: How To Paint What You See, is published 
by Robert Hale, price £18.99, ISBN 9780719807411. 

◄ Self portrait 




Next month: washes, the watercolourisVs basic method of applying paint 
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EXHIBITIONS 

GALLERY OPENING TIMES AND EXHIBITION DATES CAN VARY; IF IN DOUBT, PHONE TO AVOID DISAPPOINTMENT 



LONDON 

Bankside Gallery 

48 Hopton Street SEl. 

® 020 7928 7521 
Mini Picture Show; 
until January 25. 

The Courtauld Gallery 

Somerset House, Strand WC2. 

® 020 7848 2526 

Egon Schiele: The Radical 

Nude; 

until January 18. 

Curwen Gallery 

34 Windmill Street Wl. 

® 020 7323 4700 
Abstract Landscapes; 

January 8 to 31. 

Dulwich Picture Gallery 

College Road SE21. 

® 020 8693 5254 

From the Forest to the Sea: 

Emily Carr in British 

Columbia; 

until March 8. 

Flowers 

21 Cork Street Wl. 

® 020 7439 7766 

Tai Shan Schierenberg: New 

Work; 

until January 3. 

Flowers 

82 Kingsland Road E2. 

® 020 7920 7777 

Carol Robertson: Circular 

Stories; 

until January 10. 

Griffin Gallery 

21 Evesham Street Wl 1. 

® 020 8424 3239 

Griffin Art Prize 2014: shortlist 

exhibition; 

until December 20. 

Imperial War Museum 

Lambeth Road SEl 
®020 7416 5000 
Truth and Memory: British 
Art of the First World War; 
until March 8. 

Jonathan Cooper Park 
Walk Gallery 

20 Park Walk SWIO. 

®0207 351 0410 

Gary Stinton: Large as Life; 

until December 20. 

King's Place Gallery 

90 York Way Nl. 

tr 020 7520 1485 

Frans Widerberg: The Art of 

Re-Enactment; 

until December 19. 

Mall Galleries 

The Mall SWl. 

020 7930 6844 



Royal Institute of Oil Painters; 
December 10 to 21. 

Messum's 

8 Cork Street Wl. 

® 020 7437 5545 
Frank Phelan; 
until December 24. 

The National Gallery 

Trafalgar Square WC2. 

® 020 7747 2885 
Rembrandt: The Late Works; 
until January 18. 

National Portrait 
Gallery 

St Martin's Place WC2. 

®020 7306 0055 
Anarchy and Beauty: William 
Morris and his Legacy, 
1860-1960; 
until January 11. 

Grayson Perry: Who Are 
You?; 

until March 15. 

RAF Museum 

Grahame Park Way NW9, 

'O' 020 8205 2266 
Biggies and Chums: First 
World War watercolours by 
Captain WE Johns and works 
on paper by his 
contemporaries; 
until January 4. 

Royal Academy of Arts 

Piccadilly Wl. 

® 020 7300 8000. 

Anselm Kiefer; 
until December 14. 

Charles Stewart: Black and 
White Gothic; 

December 20 to February 1 5. 

Saatchi Gallery 

Duke of York's HQ. 

King's Road SW3. 

® 020 781 1 3070 

Post Pop: East Meets West: 

until February 23. 

Sir John Soane's 
Museum 

13 Lincoln's Inn Fields WC2, 

^ 020 7405 2107 
Face to Face: British 
Portraits from the Clifford 
Chance art collection; 
until January 24. 

Tate Britain 

MillbankSWl. 

® 020 7887 8888 
The EY Exhibition: Late 
Turner - Painting Set Free; 
until January 25. 

Turner Prize; 
until January 4. 

Tate Modern 

Bankside SEl. 

® 020 7887 8888 
Alibis: Sigmar Polke, 



1963-2010; 
until February 8. 

Victoria and Albert 
Museum 

Cromwell Road SW7. 

® 020 7942 2000 
Constable: the Making of 
a Master; 
until January 11. 



REGIONS 



BATH 



Victoria Art Gallery 

Bridge Street. 

® 01 225 477244 
David Brayne: Still waters 
run... ; 

until January 11. 



BIRMINGHAM 

Ikon Gallery 

1 Oozells Square. 

®0121 248 0708 
Imran Qureshi; 
until January 25. 

Royal Birmingham 
Society of Artists 

4 Brook Street, St Paul's 
Square. 

®0121 236 4353 
Birmingham and Beyond; 



work by RBSA members and 

associates. 

until December 24. 



BRIGHTON 

Brighton Museum and 
Art Gallery 

Royal Pavilion Gardens. 

® 01273 292882 

Frank Brangwyn: An Artist 

at War; 

until January 18. 



BRISTOL 



Royal West of England 
Academy 

Queen's Road, Clifton. 

® 0117 9735129 
Arboretum - The Art of 
Trees; the Arborealists and 
other Artists; 

December 1 9 to March 8. 



BUXTON 

Museum & Art Gallery 

Terrace Road. 

01629 533540 
Barbara Sykes: Heads and 
Tales; drawings, paintings and 
hand-made books, 
until February 14. 



CAMBRIDGE 

Fitzwilliam Museum 



Trumpington Street, 

® 01223 332900 
Caroline Watson and Female 
Printmaking in Late Georgian 
England; 
until January 4, 

Kettle's Yard 

Castle Street, 

® 01223 748100 
Beauty and Revolution: the 
Poetry and Art of Ian 
Hamilton Finlay; 
until March 1. 



CHESTER 

Grosvenor Museum 

27 Grosvenor Street. 

® 01244 972197 
Picturesque Chester: The City 
in Art; 

until February 22. 



CHICHESTER 

Pallant House Gallery 

9 North Pallant. 

® 01243 774557 
Conscience and Conflict: 
British Artists and the 
Spanish Civil War; 

Terry Frost: Eleven Poems by 
Frederico Garcia Lorca; 
until February 15. 



DURHAM 



Bowes Museum 

Barnard Castle. 

01833 690606 
17th-Century Spanish 
Painting: The Golden Age; 
until February 1. 



EXETER 



Royal Albert Memorial 
Museum & Art Gallery 

Queen Street, 

® 01 392 265858 

Art & Soul: Victorians and the 

Gothic 

until April 15. 



FALMOUTH 

Falmouth Art Gallery 

The Moor. 

® 01326 313863 
Porthmeor Past and Present; 
until January 31. 



GUILDFORD 

Guildford House 
Gallery 

155 High Street. 

® 01483 44475 
Sunday Times Watercolour 
Exhibition; 
until January 3. 



Jonathan 




Gary Stinton Lynx in Summer (Large as Life VIII), pastel 
on museum board, 14XlO)^in (35.5 X 26.5cm) 
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Watts Gallery 

Down Lane, Compton. 

® 01483 810235 
A Russian Fairytale: the Art 
and Craft of Elena Polenova; 
until February 8. 



HUDDERSFIELD 

Huddersfield Art 
Gallery 

Princess Alexandra Walk. 
® 01484 221964 
Contemporary British 
Painting: the Priseman- 
Seabrook Collection; 
until March 14. 



IPSWICH 



John Russell Art Gallery 

4-6 Wherry Lane. 

® 01473 212051 
The Seasonal Show with 
Constance Stubbs; 
until January 24. 



KENDAL 



Abbot Hall Art Gallery 

® 01539 722464 
Grizedale Arts; 
until December 20. 



KINGSBRIDGE 

Harbour House Gallery 

The Promenade. 

01 548 854708 
Keith Stott; pastel artists's 
gallery residency, 

January 17 to 24. 



LEWES 



Hop Gallery 

Castle Ditch Lane. 

® 01 273 487744 
Sussex Arts Collective and 
Star Pottery; Christmas show, 
until December 21. 



LIVERPOOL 

Tate Liverpool 

Albert Dock. 

^0151 702 7400 
Transmitting Andy Warhol; 
until February 8. 



MANCHESTER 

Manchester Art Gallery 

Moseley Street, 

®0161 235 8888 
The Sensory War 
1914-2014; group exhibition 
marks the Impact of conflict 
on mind, body and spirit, 
until February 22. 



MIDDLESBROUGH 

mima 

Centre Square, 

® 01642 931 232 
International Exchanges: 
Modern Art and St Ives 
1915-1965; presented in 



collaboration with Tate St Ives, 
until January 25. 



NEWCASTLE UPON 
TYNE 



University Gallery 

University of Northumbria. 
■JT0191 227 4424 
Tom McGuiness 
(1926-2006): An Artist of 
his Time; 
until January 23. 

Laing Gallery 

New Bridge Street. 

®0191 232 7734 
Jonathan Yeo: Portraits; 
until February 1. 



NORWICH 

Sainsbury Centre for 
Visual Arts 

University of East Anglia. 
® 01603 456060 
Reality: Modern and 
Contemporary British 
Painting; 
until March 1. 



OLDHAM 

Gallery Oldham 

Greaves Street. 

® 0161 7704653 
Jerwood Makers Open 2014; 
until March 1. 

NOTTINGHAM 

Patchings Art Centre 

Oxton Road, Calverton. 

‘0*0115 965 3479 
From This Year to the Next; 
annual mixed exhibition of 2D 
and 3D works for Christmas, 
December 6 to 24. 



OXFORD 



Ashmolean Museum 

Beaumont Street 
® 01865 278002 
William Blake: Apprentice 
and Master; 
until March 1. 



PENZANCE 

Penlee House Gallery & 
Museum 

Morrab Road. 

® 01 736 363625 
Penlee Inspired; work by 
local children and adults 
produced in response to the 
works at Penlee House, shown 
alongside some of the Newlyn 
School paintings that Inspired 
them, 

until January 10. 



RYE 

Rye Art Gallery 

107 High Street. 

® 01797 222433 
The Christmas Show; 
until January 4, 




Byron Winston Warmby A Fair in Endcliffe Park, oil on board, 23>^X2714in Gallery 
(60 X 70cm) 



SHEFFIELD 

Graves Gallery 

Surrey Street. 

® 0114 278 2600 
The Great Outdoors - 
Paintings by Stanley Royle; 
December 1 3 to May 30. 

Millennium Gallery 

Arundel Gate. 

® 01 14 278 2600 
Picturing Sheffield: The Life 
of a City; including works by 
JMW Turner, John Hoyland 
and Bill Brandt; 
until April 12. 



SHERBORNE 

Jerram Gallery 

Half Moon Street. 

® 01935 815261 
Christmas Exhibition; 
until December 20. 

SOUTHAMPTON 

City Art Gallery 

Civic Centre Road. 

W 023 8083 2277 
Camden Town to Euston 
Road; from the museum's 
permanent collection of early 
English Modernism, 
until December 20. 

Kurt Jackson: Place; 
until March 7. 



WORTHING 

Museum and Art 
Gallery 

Chapel Road. 

® 01903 221448 
Reclaiming Childhood; oil 



portraits of children rescued 
from slave labour; 
until January 24. 



SCOTLAND 



ABERDEEN 

Aberdeen Art Gallery 

Schoolhill. 

® 01224 523700 
Below Another Sky: new 
work in print; 
until January 24. 



EDINBURGH 

Scottish National 
Gallery 

The Mound. 

®0131 6246200 
Fair Faces & Dark Places: 
Prints and Drawings by 
William Strang; 
until February 15. 

Society of Scottish Artists; 
annual open exhibition, 
December 5 to 20. 

Scottish National 
Gallery of Modern Art 

75 Belford Road. 

®0131 624 6200 
The Two Roberts: Robert 
Colquhoun and Robert 
Macbryde; 
until May 24. 

Scottish National 
Portrait Gallery 

1 Queen Street. 

®0131 624 6200 
Remembering the Great War; 
until July 5. 



Talbot Rice Gallery 

Univeristy of Edinburgh, 

South Bridge. 

®0131 650 2210 
Christopher Orr: the Beguiled 
Eye; new and recent 
paintings and sketchbooks, 
until February 14. 

WALES 



CONWY 



Royal Cambrian 
Academy 

Crown Lane. 

® 01492 593413 
Christmas Arts and Crafts; 
affordable works by RCA 
members in a broad range of 
subjects and media, 
until January 3. 
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ART COURSES & HOLIDAYS SHOV 



NEW BROCHURE JAN • DEC 2015 NOW AVAILABLE 
LAST YEAR’S PRICES HELD! DOUBLE-UP-DEAL REMAINS' 

Art Holidays in Dorset 



DOUBLE-yP-DEAL - BOOK TWO CONS^UTIVE HOLIDAYS IN PINK & SAVE £14S 
PLUS A FREE NIGHT DINNER BED AND BREAKFAST 

PLUS tO% OFF ALL BOOKINGS MADE BY 31 DEG 2014 



01 202 393234 mfo@boscQnibespaliateLca.uk 

• Prices from sn 39 SNEAK PREVIEW OF SOME OF THE S3 

• 500 m from the sea 

• Free transport COURS ES AVAILABLE FROM J Ali-DEC 201 5 

• Highly professianal tutors 

• FnendEy house-party atmosphere 

• Delicious food and wine 

• All accommodation en-sulle 

• No single supplement 

• Stunning locations - easy walking 

• All abilities and non-painting partners 
welcome 

•Well equipped studio 

• iV^ximfum 10 students each group 
il Art Holidays in Dorset 
Hope you like our page! 



A Teste of Fantasy 

7 a a Fib Pairrtiaa in. ilw Oriamal Siyla 
1 4 & 1 5 Fab SpJasb Out Wlih Colour 
7 fl a Mar Start Skeldhlng sti/dlb bdseo' 

Why rwt pamper ygeraalf on ttte atrOva Winter Wamter 
Weokflfid WorkshKjps and tafee Fri and/'or Mon nlghs dbb at 
Ibe epaciat palniBfS' rale of £497 Most people dol 
20-SS Feb DlsoQverir»g. WalamoJour 
Moody Land and Sea 

Spdngtime with Watertx^ saidio based 

Dorft 0o Atreid of (tie Darks'! studio based 
FItrwena in WatarcDfour tc Coiiage 

psdiy studio based 
Success With Watercolour sfudje basno' 

Fantaatiod Fantasy Speefai EtfBOts 

studio based 



13-16 Mar 
22-25 Mar 
26-31 Mar 

S-lt Apr 

12-1SApr 

Apr 




IT-20 dun 






24-27 Apr E^npWMait:oiourior Begirvi«s 

studio basod 

1 May Acrytea lin a'WaterooiOijr Style 

* .1 partfy studio based 

29 way-1 Jtiii Satfidy Bays and Muddy Eatearies 
-6Jun Fiowsfs ip LJine and Wash 

Qrawfng end Falndng WHh wateibeioiir 

for Sa^lrmeili^ mos-Ji^ sCirdfo basacf 

Wate^dldurWprkahap portty studio based 
20-2;4Llun Fmdtfig Beauty in Watercototir ~ 

mosiiy studio based 

26-31 Jul People and Pteces in Line and Wash 
and lotSr lota rnorat 

^r brochure ptease conl^t Christine or John 

www.boscombespahoteLco.yk 01202 303234 
info@boscombespahoteLcD.uk. 
Aft Holiday la Doi^at, Hie Studio, Bost^mbe Spa Halel, 4 Glen Floadi 
Bpscombe Mamtr, fir Beumemotalti BH 5 1 HR 




W here better than to develop your painting skills than in beautiful 
Pembrokeshire, Wales. Generations of painters have gathered here 
to experience the extraordinary light and atmosphere of the 186 miles of 
the Pembrokeshire coastline and the wild countryside of west Wales. 

Indigo Brown, established since 2007, provides high quality, residential 
painting holidays for all artistic abilities. Maggie, an accomplished, 
exhibiting artist and her husband Andrew, the resident chef, welcome 
their guests into their family home and run well -structured courses, 
starting with journeys to awe-inspiring coastal /valley/estuary venues; 
to paint in small groups before returning to delicious home cooking. 

Day attendance is welcome, as are non-painting partners and friends, 
who wish to share the Pembrokeshire experience. 



For a brochure and more information 
please call us or visit our website: 

wwwJndigobrownxo.uk 



Callington school of Art 

CORNWALL 




agmtdmlmorttkdbjmtapmUdgk^^^^ q ^ 579 38349 1 

* Quality courses in drawing, painting, printing and mixed media 

* Location in an Area of Outstanding Natural Beauty 

* ‘Visit Britain' 4 star accommodation in our Gec^rgian town house 

* Small groups with individual tuition 

* drips to a variety of local sites 

* All courses run throughout the year 

* Experienced tutor tor all levels 

* Spacious light studio and workshops 



i [ifo(^c 3 ll ingtonar t&cho ol .com www.c all ingto narts c ho oL co m 















The Heatherley School of Fine Art 



CHE13CA ■ established 1S4S 



PART TIME COURSES 

• Beginners' Drawing 8= 

Gii Painting 

• Watercolour 

• Landscape for Beginners 
A Print making 

m Oil Painting Workshop 

• Life Drawing 8t Painting 



• Figurative Sculpture 

• Portrait Drawing & 
Painting 

• Ceramic Sculpture 

• Figurative Oil Painting 

• Portrait Painting in Oil 

• Objective Life Drawing 
Sc Painting 



FULL TIME COURSES 

• The Diploma in 
Portraiture 

• The Diploma in 
Sculpture 

• Painting & 
Printmaking 

OPEN STUDIO 



HEATHERLEY^S 



75 lots road. LONDON, SWIG ORN 020 7351 4190 
e: info@heatherleys,ofg w: www.heatherleys.org 
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To help you choose the painting course or holiday to 
suit you best in 201 5 simply contact the organisers below 




Come to Dedham Hall where we offer tutored courses m by arr ever increasing number of tutors that 
include John Yardley, AlvamCastagnet, Soraya French, Paul Banning, Roger Dellar, Jane Evans, 

Ui Seward, Chris Forsey, David Howeli and many more, 

Dedham Hall is situated in the beautiful vale of Dedham within easy reach of many charming coastal 
locations where you will find everything from wonderful Thames barges to creeks and grand river 
views. Dedham Hall is renowned for its lovely studio, great accommodation and excellent food. 

For more information please contact Jim or Wendy Sarton on 01206 323027 
or sarton^^ded hamhal l.demon,co, uk w ww.dedhamha 11 .co.u k 



Alpha Painting Holidays 

“Your First S Best Choice for a., 
i Painting Holiday” 



■ovely 

P aiming 
Holiday 



For All-inclusive, Residential Holidays, where 
you will be looked after extremely well 



Many UK Destinations • Exmoor (inc 

North Devon Coast) 

•Somerset (inc 

Cheddar, Wells 5 
The Meiidip Hills) 

•Wye Valley 
•Lake District 




Adventure 
20 of 
Britain’s 
Top Tutors 
including:- 01934 733877 

David Bellamy 

Joe Francis Dowdeii 

Tim Fisher ^ ^ 

Jeremy Ford 
Noel Gregory 
Barry Hemiman 
Steve Hall 
John Hoar 
Terry Harrison 
Roy Lang 
Fiona Peart 
And inany more 



Plus: 
Spain & 
Portugal 

All Art 
Materials 
Included 
Abroad 

www.aiphapamtingholidays.com 






Watershed Studio 2015 

BROCHURE NOW AVAILABLE 



Call: 01255 820466 or email; alIison@watershedstudio.co.uk 
St Clere's Hall Lane, St Osyth, Clacton on Sea, Essex. COl6 8RX 

WWW. watershedstudio . co . uk 



One and two day painting courses in 
most media and to suit all abilities. 



Popular arid professiartal tutors: 

Roger Dollar, Tim Fisher, 

Carole Massey, Richard Taylor, 

Keith Morton, Andrew Pitt, 

Jamel Akib, Hashim Akib, 

Elda Abramson, Carole Baker, 

Christine Lester, Roy Lang, 

Brian Coppard, Sylvia Paul, 

Soraya Frendi, Charles Evans, 

Margaret Glass, Kay Elliott, 

Christine May, Paul Alcock, 

David Webb, Lavinia Hanter, 

John Shave, Sue Williams, 

Joe Dowden, Nat Young, 

Laura Reiter and 
Melanie Cambridge 

^ \ friendly, warm studio nestling m its own grounds in the [■] ! 

North Essex countryside ^ Excellent local B&B accommodation 
*> Established 14 years with a reputation for great tuition and 

good home-cooked food Bl 




tfitfedp. 



Price includes: 

• High quality Full Board 
accommodation 

• Sociable groups 

• Support frOETi our 
professional tutors 

• Transport to and from 
painting sites 



For more Information 

0203 424 6065 



Quote 

EKC7 



www.hfhoiidays.co.uk 



info@hfholldays.co.uk 



1rx:kjde& earty tDooWflg offff TemiE and oorndDHon& ^pty - see website For detaifs. Book by 31 Jamary 201 5. 
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ART BOOKS & DVDS 




Hahnemuhle 

PAPER MAKES THE DIFFERENCE 



Hahnemuhle 
Artist Quality Paper 



Special Offer on 
Britannia & Andalucia 

Watercolour papers 




Special discounted prices for a 
limited period only. 
Please contact: 







DISCOUNT 



www.Qrtdiscount.co.Mk 

Im 4, tan m 4M 



www.jacksonsart.com 
0844 499 8430 



www.saa.co.uk www.artdiscount.co.uk 
0800 9801123 01253 624402 



Hahnemuhle Suite 5, St Mary's Court, Norwich, Norfolk, NR9 4AL 
08453 300129 uksales@hahnemuehle.com 
www.hahnemuehle.com 



Wade's Watercolour Wisdom 

Robert Wade 

Robert Wade demonstrates a series of non- 
representational exercises that explore and exploit 
the properties of watercolour. Something like this can 
be quite literally like watching paint dry, but Robert is 
canny enough to allow recognisable shapes and 
images to emerge gradually as he works so that the 
viewer's attention is held at all times. And, of course, he keeps up an 
entertaining commentary. The process is not unlike a sculptor looking at a 
block of marble to see what it contains. The film builds gradually towards 
the complete demonstration that concludes it and is full of ideas, hints 
and wisdom. Robert's message is to keep practising and to find tricks and 
techniques that you can use when you need them. 

Henry Malt 

APV Films £28.55, 85 minutes 

Expressive Painting in Mixed Media 

Soraya French 

Mixed-media painting can produce results that 
are eye-catching both in terms of the colours 
used and the textures produced. This book stands 
out by concentrating on results rather than 
focusing on the technique itself. It is about what 
you can achieve with a little Imagination rather 
than being a series of exercises that merely look 
inwards on themselves. Mixed media suits Soraya French's somewhat 
abstract style well, as it allows her to manipulate colours and shapes in 
preference to representation. The cover image is a good example, 
capturing the atmosphere and bustle of the scene with a minimum of 
detail work. Although practical throughout, and including several 
demonstrations, the book has a generally discursive rather than 
prescriptive approach, making for an enjoyable and Informative read that 
encourages further development and experimentation. 

Henry Malt 

Crowood Press, £16.99, 160 pages (P/B) 

ISBN 9781847977984 

Chinese Brush Painted Flowers* 

Joan Lok 

This excellently clear introduction to Chinese 
flower painting is written for those who are new 
to the technique, but want to progress beyond 
the mere basics. Beginning with the five main 
styles: contour, detail, Idea painting, 
monochrome ink and combination, Joan Lok 
progresses through materials and brushwork to 
basic shapes and classic compositions. This is 
not an in-depth account, but the clear explanations and generous 
illustrations will allow you to pick up a lot very quickly. 

The bulk of the book is devoted to the Directory of Flowers, a series of 
demonstrations of recognisable and readily accessible species, all painted 
In the Chinese styles that were described earlier in the book. The beauty 
of Chinese painting is its prescribed styllsation and simplicity and, while 
this is less Westernised than some previous books, it Is still easily 
absorbed by the general reader. 

Henry Malt 

Search Press £14.99, 128 pages (P/B) 

ISBN 9781782211013 

Readers of The Artist can enjoy a ten per cent discount on all orders for 
books and DVDs stocked by The Hobby Warehouse (telephone 0844 880 
5851; www.thehobbywarehouse.co.uk) by quoting ART! 0 at the 
checkout. Please note that only books marked with an * are available 
from The Hobby Warehouse. 
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Late Turner - Painting Set Free 

Julian Halsby is excited by an important exhibition that brings together 
many of Turner's later works painted between 1835 and 1851 




T urner's later years are marked by 
a radical change in his style 
towards broad handling and 
minimal detail in atmospheric oils and 
watercolours. While John Ruskin 
described Turner as 'the greatest of 
the age', the Victorian public neither 
understood nor appreciated his later 
style. Today, audiences are amazed by 
Turner's modernity and breadth of 
vision. 

Interests and emotions 

Turner is a very difficult artist to 
analyse because of his wide range of 
interests and subjects, not to mention 
techniques. His later work often 
returns to themes that he had 
explored as a young man, such as the 
Italian classical landscape and Venice. 

One theme that stands out is his 
interest In the contemporary world, 
which he set against a passing 
classical world in Rain, Steam and Speed and The Fighting Temeraire 
tugged to her last Berth to be broken up, 1 838. The theme of modern 
technology pitted against nature is also evident in Snow Storm of 
1 842 in which a modern steam ship resists the onslaught of a 
Channel gale. Turner recalled:'! did not paint It to be understood, 
but I wished to show what such a scene was like'. In Slavers 
Throwing Overboard the Dead and Dying of 1 840, colour was used 
in a romantic way to stress the emotional qualities of his work. It's 
a comment on the awful realities of the slave trade, which he 
opposed, with the slaving ship seen against a blood red sky to 
emphasise the horror of the subject. 

When the old Houses of Parliament burnt down in 1834, Turner 
was there to record the scene in watercolour, which he later 
worked up in oils. A believer in democracy. Turner saw the fire as 
symbolic of the passing of the old system. Other late paintings 
also explore his Interest In the passing of civilisations. He had first 
discovered Venice in 1819, retuning In 1835 and 1840. He was 
fascinated by the decay of the city, which was very evident in the 
mid-19th century and believed that it showed how a great 
civilisation could decay and disappear. He expressed the same 
sentiments with the fall of Carthage, a subject he returned to 
again and again. 

The classical world appealed for both subject matter and themes 
for paintings and, despite his lack of formal education, Turner was 
well versed in classical mythology. His first visit to Italy was 
delayed by the Napoleonic Wars but from 1819 onwards he often 
painted classical themes set in an Italian landscape. Claude 
Lorraine was an important Influence on his work, especially 
Claude's compositions with a tunnel of sunlight taking our eye 
into the distance. In his later works Turner returns to Claudian 
light, a radiant yellow sunlight as can be seen in Regulus. 

Royal Academy 

Turner had always enjoyed finishing his paintings at the Royal 
Academy Varnishing Day, often upstaging artists hung either side 



A Joseph Mallord William Turner The Blue Rigi, Sunrise, 1 842, 
watercolour on paper, (29.5 x 45cm) 

of him, but In his later years he virtually painted his works at the 
Academy, having taken in canvases which had only the basic 
rudiments of the picture worked out. This was particularly true 
of his later Venetian works and on his death many canvases 
with ghostly images of Venice were discovered in his studio. 

While these were not intended for exhibiting in this state, they 
do provide some wonderfully Impressionistic images of Venice. 
Turner also experimented with different shaped canvases, in 
particular a square format and he also experimented with 
pigments and techniques not all of which were successful. 

Watercolours had always played an important part in Turner's 
work, but during the late period he produced some truly 
exceptional watercolours that remain modern to our eyes. 
Switzerland appealed to his Romantic sense of grandeur, and 
even the sublime, and he returned regularly in the 1840s until 
ill health forced him to stop. The Blue Rigi, Sunrise of 1842 
(above) is a wonderful example of his late watercolour 
technique with the colours floated across the paper, freed from 
the contemporary watercolour style of detailed observation. In 
effect he freed watercolour from convention and created a 
style that remains modern and timeless. 

The question of Turner's influence is often debated, with 
some art historians arguing that he was the forerunner of 
Impressionism. Claude Monet denied that Turner had influenced 
him and that he had actually seen very few Turner paintings. 
Whether Turner was influential or not Is irrelevant, as he remains 
one of the most original and striking artists of the 19th century. [Q 

The EY Exhibition: Late Turner - Painting Set Free is at Tate 
Britain, Millbank, London SWl until January 25. Admission is 
£16.50, concessions £14.50. Telephone 020 7887 8888; 
www.tate.org.uk 
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round for just £32.50 
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ART SHOPS 




Pegasus Art Supplies 

www.pegasusart.cd.uk 



Suppliers of the finest 
art materiats 



VISIT OUR ONLINE SHOP 

FREE CATALOGUE 

Tel: 01453 886560 
email: info@pegasusart.co.uk 

Griffin Mill, Stmnd, GLS 2 AZ 
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PRINT SERVICES 




For optimum quality 
Fine Art Printing 

Call John on 01747 852 221 
www-salNof-the-earth.bIz 



ART COURSES & HOLIDAYS 

THE HEATHERLEY SCHOOL OF FINE ART 

Cheis^a, Eat 1S45. Part-time and full-time 
courses in figurative art Portrait painting, 
figurative sculpture, piintmaking, life 
drawing, ceramics, watercolour and oils. 
Tei: 0207 35141 90 www.heafherleys.org 



Join artist/author 
PAUL RILEY 
At his idyllic home and 
Studio in South Devon 

Serious tuition 
Excellent food 
3 or 5 day courses 

Watercolours, oils or 
printmaktng 

WWW. coombefarm stud ios.com 
Tel 01603 m 3S2 



ART HOLIDAYS IN SCOTLAND 

At the Creative Retreat, Gardenstown. 
Quality tuition from working artists in an 
unspoiled seaside viilage - comfortable 
self-catering holidays. Tel: 01 261 812276 
w w w.creati ve - retrea t.co. uk 




Escape & Be Inspired, 

Painting with Linda H. Matthews 
Full Time Professional Painter & Qualified Tutor 
Small Groups in Norfolk, Suffol k, France or at your venue 
Tel: 01692 630485 See; patntncanvasholidays.co.uk 



‘BramSks^rt S^etreat 

irispimsC (ov^ to paittt 

on focation and 
in &ur jprdi;n .studio. 

Courses in ad media. 

We are open ad pear round. 

Md tcpels and non painters wekomc 
Xif^Jbr a Bnfdmre or Visit our uieBsite. 

zimrw. 6ram6ksartretreat com 
tef: QISG6 784359 



LIFE PAINTING 
AND DRAWING 

with Rachel Clark 

Established 4978 

Highly recommended courses. 

For all abilities. Small classes. 
Week/weekend/Saturdays, 

tel: 07528 674 389/ 

0207 987 8776 

email: rachel@rachelclark.com 
www.rachelclark.com 



Heather Gail Harman BA Hons 
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Member of S imtrnEitionat Pasid Socictiev: SpunsoaTl by Unison PasEds 

2(H5 PASTEL EXTRAVAGANZA: 

Learn and paint alcmgside an Imernaliunally nrjTmviiod 
Specialist. Spring in Anduluoiat The perfect opportunily 
ta develop your tiki Us/ l>i(eE limxi leLlge, w hatever your 
level, in one of the finest venucis in .scnjlhcrn SjKiin, where 
Heal her livc:^: indtulcs a visit to her own itHstmiain ?;ludio. 

All inclu-sive; nn single rotna .sojipltaicnfl 

April 18 (2015) - 7 days 
Ocl*>bcr 3-14 days 
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Alston Hall, Preston 9-12 June 
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Me<tilerrartean IVavd - vututd at £ 75 !! 

For details and hnxhure: heatherandwill@hotmaiLcom 
www.healherhartnanfineart.com 00 34 628306371 
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Creative Getaways 



The turquoise coast of Turkey will be your destination if you 
book a painting holiday with Creative Getaways. With their 
knowledge of the local people and 
culture, and by providing good, locally 
^ Y ’ sourced food, Phil and Sue Barlow wlli 

^ T, ensure that your holiday is a special 
one. You will 

above the old 
town of Kalkan, within walking distance 
of the town, local harbour and beach, 
and enjoy endless painting 
opportunities with guidance from tutor 
Anna Martin, who trained at Chelsea School of Art. The location 
offers beaches, seascapes, mountains and archeological ruins 
and you can even spend one day painting from a boat to 
experience some completely different vievys. 

LiiU...- ' - See the website 

(below) for full details 

t or telephone 



01223 501557 




www.creative-getaways.com 



www.pa inters-on line.co.u k 



■f//cartist January 2015 



71 










COLOUR: First in a series of 13 

Payne% grey 

Robert Dutton begins a new 
series in which he focuses on a 
chosen colour. This month he 
explains why Payne's grey is such 
a useful colour for all types of 
painting 



Daler-Rowney System 3 acrylic Payne's grey has 
permancence rating A and lightfast rating I 




Double glaze and single layer Mixed with permanent white 




Glazed with cobalt blue (hue) 



ention Payne's grey to many 
artists and they shudder, 
adding such comments as 'dull 
colour, sure to ruin your paintings’. Yet 
this beautiful colour really can enhance 
your work. 

Colour properties 

Payne's grey is a dark blue-grey made 
from a mixture of ultramarine, Mars 
black and sometimes crimson. It Is 
named after the 18th-century 
watercolourist William Payne, who 



created the mixture and often 
recommended it to his students as an 
alternative to black, and I do the same. 
Being less Intense than black, it is 
easier to get the right shade when 
using it to generate grey tones with 
other colours. Usually I mix grey tones 
by choosing different amounts of 
complementary colours and combining 
them to produce a variety of grey tones 
from cool to warm. 

Because Payne’s grey is actually a 
deep blue-grey, it can be used to 



deepen and tone any number of 
colours without making them look dirty, 
as a true black would do. For example, 

I use Payne’s grey to make reds look 
softer, cooler and rich, to soften blues 
to create lovely rich grey blues 
(particularly for seascapes in winter 
light, painted on the northeast coast), 
and create soft grey-greens. 

Mixing 

Payne's grey varies with different 
brands. For example Winsor & Newton's 
Payne’s grey is more blue than Daler- 
Rowney’s, which tends to be more 
greyish'. Personally I avoid using 
Payne’s grey in watercolour as it does 
dull any mixes created with it, so I 
prefer to use Payne's grey with more 
opaque media such as acrylics. 

If you don’t have Payne's grey in your 
colour palette you can mix a similar 
colour. Ultramarine and Mars black or 
ultramarine and sienna (in equal parts) 
creates a cooler or warmer shade. Don’t 
forget you can use white to tint shades 
- whether you use it with Payne’s grey 
directly from the tube or mixed with 
other colours; the value is determined 
by the amount of white you add. Thus, 
if you add white to Payne’s grey and 
ultramarine blue, you can create a very 
useful range of cool greys with real 
earthiness to them. 

With a little practice you will be able 
to create the colour tints and tones you 
desire. Give it a go and have fun 
discovering the beautiful greys you can 
create with Payne’s grey. You have 
nothing to lose and everything to gain. IQ 

Ta see more of Robert’s paintings, and for 
information about bis art classes and 
workshops, visit www.rdcreatlve.co.uk 
or telephone 0113 225248 1 . 

Next month: Prussian blue 




Pennine Snow Flurries, acrylic on board, 16X21 in (45.6X 53.5cm). 

An underpainting and staining with thin washes of Payne's grey show through subsequent layers, 
linking the whole painting together. Subsequent colour mixes, using Payne's grey in different 
proportions, create a wide variety of cool and warm tints and shades throughout. Direct 
contrasts to these cool and warm grey tones with 'sharper' colour mixes, such as the blues and 
yellow greens in the sky and distant hills, help to express the dramatic light in this scene 
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Paint 

in India 




KEN HOWARD OBE RA 

is one of our most revered figurative 
painters. We are offering you an 
exclusive opportunity to join Ken 
and paint alongside him in two of his 
favourite locations in India. He will 
be working in oils, but all media are 
welcome. The informal style of this 
holiday will suit experienced painters 
and will not include tuition, 
demonstrations or critiques, although 
Ken will give some informative talks 
and presentations on how he works, 
as well as provide plenty of 
encouragement and inspiration. 



T he first week will be spent painting in 
Udaipur, Rajasthan. You will be staying in 
a former royal residence, which is part of the 
City Palace complex and has fabulous views 
over Lake Pichola from its roof terrace 
restaurant. Udaipur, known as the ‘city of 
sunrise’, is a Maharajah's oasis and a regal 
jewel in the crown. The honeycomb of white 
marble palaces and temples reflect in the 
shimmering cool waters of Udaipur’s lake. 
There are splashes of vibrant red, orange, 
pink and yellow clothing typically worn by 
Rajasthani men and women, and the Holi 
celebrations marking the annual festival of 
colours on March 6, will add even more 
colour to Udaipur. 

In complete architectural and ambient contrast 
the sandstone city of Varanasi is the base for the 
second week’s painting. Known also as Benaras, 
or ‘the city of light', Varanasi is India's most 
sacred city. You will be staying on one of the 



ghats in a traditional river-fronted haveli. From the 
hundred or more ghats on the riverbank, myriad 
narrow alleys and back lanes are lined with many 
temples, including the gold-plated spires and fine 
carvings of the Golden Temple. The first light is ideal 
for capturing river bathers and the glorious light of 
the early morning foggy sunshine rising from the 
water. Later In the day professional dhobis wash 
clothes on the banks of the river and as night falls 
there is the atmospheric spectacle of hundreds of 
leaf-boat lamps floating downstream. 

Price per person in a twin room; £6,395 
Single room supplement: £400 
Number of painters: 10-12 
Price includes: flights, all accommodation, 
breakfast and dinner daily and guest artist. 

An accompanying travel escort from the 
UK will assist Ken and look after you 
throughout the holiday. 



FOR MORE DETAILS 

Telephone 01825 714310 Email art@spencerscott.co.uk 
www.spencerscotttravel.com.cAA atol 3471 



Leisure Painter and The Artist magazines have been offering overseas painting holidays since 1990 with 
renowned tutors. These holidays are organised by fully licensed operator Spencer Scott Travel CAA ATOL 3471. 






central 
saint martins 



CENTRAl. 



Ta Online 

^ weekends 

, Evenings 

’ Bespoke training 

Courses for under 19s 
Dual city and Study abroad 

Art, Design, Fashion and Performance 



Q, Search: csm short courses 



www.arts.ac.uk 







